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Abstract  
Through my art practice this creative project explores gender identity, belonging and place using 
personal narrative. As an artist and migrant the purpose of this narrative is to explore my history, 
my community, and my individual story. I investigate being an involuntary British child migrant. My 
identity formation was fractured when immigration disrupted my expectation for continuity and I 
lived contrapuntally with a foot in both the pre-emigration and post-immigration worlds. 
  
British migrants have not been encouraged to tell their stories of migration and resettlement. 
Historians and government policy did not deem it of value. British emigrants to Australia post-WWII 
were considered to be privileged and not ʻrealʼ migrants. It was expected they would assimilate as if 
changing countries was like changing rooms.  
 
I investigate my ideas using a narrative mode of enquiry. A key assumption is that by entering into 
close association with oneʼs own or othersʼ lives, the method is useful to better understand the 
beliefs and motivations of others or the self. Telling my story is a key navigational strategy to re-
chart my life and create artwork. My lived experiences are exemplars of issues regarding identity, 
patriarchy, history, place, memory, grief and loss, and the findings that I have produced are the 
main focus of the research. I examine family artefacts in relation to these influences. I explore and 
map gendered identity when immigration fractured my expectations for continuity. The rich data 
obtained from memory, family artefacts and photographic albums, discussions with relatives and 
family, form the basis of and best provide access to the kind of knowledge being explored. I gain 
insight and understanding of my own position and acquire at the same time a different perspective.  
 
This study covers new ground in the way it generates a deeper understanding of migrant identity 
and raises important issues that have significance for all Australian migrant communities. Australia 
comprises an Indigenous culture with the overlay of a white settler colony and migrants from many 
countries. Narrative is used so that this country can maintain its history of the nation, community 
and individuals of this multicultural society. Telling stories through the creation of artworks 
generates a deeper understanding of migrant identity. I can make meaning and find a sense of 
belonging in whatever place within or outside of Australia that I inhabit. I reflect on how I have 
negotiated or broken the internalised code that a culture supplies concerning how life should be 
experienced. My story becomes a narrative with a wider audience – one relevant to Australian 
identity. If the culture fails to tell stories we face becoming a monolithic ʻone size fits allʼ nation. 
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Introduction 
Background 
The title of my project Fractured portraits: mapping migration faultlines is a photographic, reflective 
and practice-based research project that investigates gendered identity and the impact of 
migration. The exhibition consists of manipulated and constructed photographic images, artefacts 
and an exegesis that frames these works. A new understanding of the fluid and inchoate nature of 
identity is achieved.  
 
The title references the family portraits, maps and artefacts belonging to my ancestors that were 
the genesis of this research. ʻFracturedʼ refers to the trauma of emigration that I propose disrupted 
my portrait of gendered identity. The ʻfaultlinesʼ are the traces of that fracture from the United 
Kingdom, and which I map through my narrative in the form of ʻportraitsʼ of the self. I have used a 
critical visual analysis which fosters reflexivity: a critical self-awareness about the effect or 
influence of the research and the effect or changes brought about by decisions made along the 
way (Riessman, 2008: 191) within the framework of an ethnographic narrative methodology. The 
faultlines caused by migration, seared in the memory, traced and tracked from the homeland to the 
new place are explored. This exegesis examines how my family artefacts and archives were used 
to stabilise gender identity within the context of transition to a new country, and as an artist, the 
cultural aspects of diaspora will be revealed. 
 
The term diaspora is often defined as being associated with ʻpush factorsʼ where urgency such as 
war and politics are involved, life itself is at stake and in this definition the word connotes ʻflight 
following the threat of violence rather than freely chosen experiences of displacementʼ (Gilroy, 
1997: 318). Revived in the 1980s, the term now covers what were distinct terms such as exile, 
ethnic, refugee and migrant. I am only focusing on migrant, and emphasise the marginal status of 
those groups who are now settled away from their lands of origin yet still maintain strong 
sentimental or material links with them (Cunningham and Sinclair, 2000: 9).  
 
Implanted within memory is my experience of being a British child immigrant and the diasporic 
bubble of English/Sottishness within which I lived. The memory of the homeland and paternal 
family artefacts left upon emigration and those artefacts carried to the new country are interrogated, 
along with the absence of maternal artefacts. The questions I pose concerning the impact of 
migration on an artistʼs work and developing gendered identity through an examination of 
patriarchy, gender, history, memory, grief and loss are answered. I explore the profound sense of 
ʻdisconnection or un-homelinessʼ arising from my experience as a migrant (Ennis, 2005: 205, 
Ennis, 2007: 111).  
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The created images reveal the emotional tension that exists between my photographer father and 
me the editor-artist daughter. He was both the creator of the major photographic archive and the 
inheritor of the paternal family artefacts, the heirlooms that were of great importance to the family 
whilst establishing a new identity in this country. Immigration can present itself as a threshold of 
what to keep, what to carry, what to hold. Non-Aboriginal Australians have always imported ʻstuffʼ 
into this country in an effort to make themselves at home. It is a collection of markers by which 
migrants might get a sense of orientation, a sense at least of where they come from and of what 
they are at liberty to maintain and relinquish (Gibson, 1992: 197). Diminished was the opportunity 
for the acknowledgement of any maternal artefacts that threw my father/daughter relationship into 
greater relief when reflected alongside the absence of maternal objects and knowledge.  
 
I was what the American psychotherapist Maureen Murdock (1990: 28) calls my ʻfatherʼs daughterʼ, 
a relationship of mutual infatuation and identification with each other, to the exclusion of my mother. 
The obvious and tangible paternal artefacts that pointed to an ancestry of note constructed a 
landscape in which the new identity could emerge. My father held the key; what he kept was an 
important representation of what the family remembered. During this project a perceived absence 
of maternal artefacts led me to discover that there was within the maternal domestic sphere 
artefacts, such as threads, sewing, weaving and spinning of significant importance to allow for a re-
imaging/re-imagining of the family story. I have incorporated these into the created photographic 
images. They play an historical role as important to, if not more so, than the paternal ones. My 
pathway traces evidence of a feminine gendered identity in response to and in opposition to the 
images and artefacts of a male ancestry and lineage. I take a different path to the one that might be 
expected to uncover the construction of identity. 
 
Significance of the study 
This project deepens my understandings of migration and its effect on feminine gendered identity 
when changing countries. Identities are fluid and coalescing and without the benefit of being able or 
encouraged to reflect on such a significant event as emigration, the voice is silenced and the 
difficulties experienced in the transition are not reflected on or cognitively absorbed. Assimilation, 
considered at the time of my migration to be a fluid and easy transition, was one that was not 
worthwhile remarking upon. Silenced by the Australian governmentʼs assumption that changing 
countries was similar to changing rooms, historians neglected the stories of post-war British 
migrants. There is a small collection of literature by British migrants who did tell their story. 
However, through the collective collaborative study of Hammerton and Thomson (2005), the doors 
for future stories to be told by British migrants have been opened. In telling my story I will know that 
my life, which suffered in the translation of cultural differences, is valid to the storying of this 
multicultural nation. Without the benefit of the multitude of voices of the many migrants that now 
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call Australia home in this harmonious multicultural society in which we pride ourselves, the nation 
runs the risk of its storying and myths of national identity becoming monolithic, paternalistic, and 
hero driven. The stories will be seen as ʻtraditionalʼ, ʻnaturalʼ and ʻtrueʼ instead of politically 
informed constructions (Rule, 2004: 13). Whilst reflecting on the grief and loss experienced when 
resettling into a foreign land, and the threat to personal identity, my work becomes part of the 
upwelling of storytelling in the last decade (Weber, 2000: 1-11). My voice, added to the issues and 
arguments under discussion, tempers my sense of loss. 
 
My artistʼs narrative voice reveals the cultural aspects of one who has experienced emigration at an 
early age. In terms of the influences of patriarchy, gender, history, place, memory, grief and loss, I 
have explored family archives and artefacts that we brought as migrants to this country for cultural 
traces of my identity. I have used heuristic inquiry developed by Clark Moustakas (1990) and 
further refined by Adele Flood (2003, 2009) in her cyclic model of art making. I have applied it as a 
lifelong element of personal growth and identity construction as did she, and on into the lives of 
women migrants who might or might not be artists in the formal sense of the word. By the telling of 
my narrative and in being heard to myself, I grow in understanding of the place we all have in the 
community and the role we can play in our own lives, that is, one of agency and empowerment.  
 
Emerging from the text, the following significant new knowledge has emerged: 
• The trauma of involuntary migration at an early age ruptures identity development, and 
coupled with the resettlement into the new country, has a synergistic effect. 
• Identity, which is by necessity inchoate and fluid, can be ruptured causing a biographical 
disruption to occur. 
• Family artefacts provide anchors in the new place of migration; however, an absence of 
artefacts can produce an over-identification with either one or the other of the parents. 
• Memory, and the stories told, are open to interpretation and are by their very nature 
imperfect. 
• An act of healing can take place for the migrant who tells their narrative. 
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Research questions 
The discussion of my imagery in the following chapters gives new insight into my gendered identity. 
This dialogue includes private family archives together with family artefacts that trigger narratives of 
homeland and belonging, memory and nostalgia, brought into the public gaze and filtered through 
reworking. The fractures caused through emigration, and the resultant trauma of resettlement, are 
exposed. The following questions are asked about family artefacts, memory, place and immigration 
in the making of new work and this investigation is informed by the following principal research 
question: 
 
How does an artistʼs work reveal the cultural aspects of diaspora in terms of a developing sense of 
gendered identity? In particular, this is considered in relationship to the influences of patriarchy, 
gender, history, place, memory, grief and loss. 
 
The following questions inform the artistʼs creative practice and provide the exegetical framework 
for the production of these creative works: 
 
What does narrative methodology tell us re identity when family archives are used as tools to 
explore the subjective memory? 
 
How are ideas of gendered identity reflected in the creative works of an individual who has 
experienced migration? 
 
What significance do historical family artefacts hold in the construction of a contemporary feminine 
identity? 
 
Do family stories from the past offer a framework for a contemporary sense of gendered identity?  
 
How can the works of one individual aid in developing ideas of gendered identity for others living in 
a multicultural community? 
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Structure of the exegesis 
The chapters that follow answer the research questions. These questions arose in response to my 
understanding of gendered identity explored in the constructed photographic images and artefacts. 
  
How does the telling about my life shape our lives and how does this impact on gendered identity? 
Is identity a fluid or static process? Chapter 1.1 looks at an ʻEthnographic Narrative Method of 
Inquiryʼ and how it is used to examine visual images. The chapter introduces social scientists 
Riessman and Bruner whose work with narrative methodology is central to this project. Bellʼs 
insight into her process of using a visual narrative analysis to track back and forth between 
artefacts and an artistʼs creative work using the theme of health was a model for my approach. A 
qualitative heuristic method of inquiry developed by Moustakas situates my project in the world and 
translates it into a study that, by using field notes, conversations, introspection, et cetera, I can 
examine family artefacts that extend knowledge of gender identity and the fracture caused by 
migration. Floodʼs understanding of the circular nature of an artistʼs creative process when making 
new work is applied to better examine my own narrative and the potential for my work to 
communicate a sense of identity for other migrant women.  
 
The choice of photographic medium is examined in 1.2 ʻPhotography as the Vehicle for my 
Narrativeʼ in the light of Susan Sontagʼs deliberations on the promotion of nostalgia linked to 
memory, and Roland Barthesʼ ideas on the looking done to photographs. The use of photographic 
computer montaging allows for a narrative of fiction to be promoted and used as a tool to examine 
my narrative of migration and identity formation. Objective reality is never captured in the created 
images, instead a triangulation takes place between memory, the image, and what I wish to be, 
and the viewer has to work at decoding it. Important aesthetic influences on my work are Tracey 
Moffatt and Chris Barry who mine their lived experience to consider ideas of identity using 
photographic narrative. 
 
In 1.3 ʻThe Feminist Questionʼ, the feminist approach I have taken using the work of Nancy 
Chodorow defines how theories of gendered identity are used to discuss the images in this project. 
I examine the influence of patriarchal structure by the use of paternal artefacts, and come to 
understand why maternal artefacts are overlooked or missing. The feminist dictum of the personal 
is political is invoked to further the importance of telling oneʼs story. I pay close attention to the 
feminist photographer Jo Spence and her use of psychotherapy to revisit memory and to heal the 
disjuncture with the maternal. I consider the feminist Germaine Greer and her analysis of the 1970s 
feminist movement as an evolving and living discourse that needs ongoing attention within 
Australia.  
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1.4 ʻPost-Colonialismʼ discusses the post-colonial theories of Homi Bhabha, Edward Said and 
Stuart Hall, who assist in my understanding of the sensation of living in two places at once. They 
enable me to make connections between colonialism, its effect on marginalised peoples, and how 
my image making exploring gender identity and place can help migrant women be included in the 
storying of Australiaʼs post-colonial feminist history.  
 
1.5 ʻDiaspora Aestheticsʼ looks at the emerging field of visual diaspora aesthetics, which is 
considered in relation to a plurality of vision existing in the work of artists who have experienced 
migration firsthand, or as second-generation migrants. Placement, scale, cropping, foregrounding 
and display in the artwork of diaspora artists are considered. How a narrative develops, not 
sequentially but within each artwork, can be read as a collective narrative of identity. The dynamics 
between artist, gallery and spectator are discussed with reference to Wolfgang Tillmanʼs use of 
space to dislodge boundaries of power and knowledge. 
 
Chapter 2.1 ʻIm/prints of Migrationʼ discuss the background to being an involuntary ʻten pound Pomʼ 
child migrant with my mother being a trailing partner. I investigate how British migrants were 
expected to assimilate. The Australian research by Alistair Thompson and Jim Hammerton on the 
ʻten pound Pomʼ enabled me to understand my silence as a British migrant and that it had occurred 
for many others. This made possible the telling of my story and the end of my silence. I am able to 
articulate the sense of exclusion and in the telling of my story I begin the healing of the fracture to 
identity and discover some truth about the past and myself.  
 
2.2 ʻMemory and Narrativeʼ considers memory, the constructed narrative and the use of the 
photography of Christian Boltanski. 2.3 ʻMemory and Artefactsʼ looks at Lorie Novak, whose work 
explores identity and its fluid nature. The memory and importance of the patriarchal artefacts that 
helped to ground me in my new environment are investigated along with the absence of maternal 
ones. The research on these artefacts is outlined in 2.4 ʻMemory Cacheʼ. 
 
Chapter 3.1 ʻArtefacts, Archives, Memoryʼ and 3.2  ʻIn My Fatherʼs Houseʼ traces the memory of 
paternal artefacts and their influence and is used as a tool to explore gendered identity. By posing 
as my paternal 2nd great-grandfather in Crimson Thread, I answer the question: How can gender 
identity be negotiated when one is already constructed by the normative centre of the white, 
Western, middle class heterosexual male? A space of resistance is offered by a re-reading of Homi 
Bhabhaʼs theory of ambivalence and mimicry. The bubble of English/Scottishness that I was raised 
within and the gap in the literature regarding British migrant stories are identified. 
 
Chapter 4.1 ʻMislaid But Not Lostʼ recognises the lost or overlooked maternal artefacts on the 
construction of a feminine gender identity and the corrosive work that happens to identity when 
these are unacknowledged or ignored.  
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In 4.2 ʻWalking the Bridgeʼ I come to recognise the influence on my gender identity of my motherʼs 
creative sensibility and the artefacts that bind us as women, in particular threads, in the images 
Deep listening and Sutures of femininity. 
 
Chapter 5.1 ʻChildhood: Jigsaw of Memoryʼ examines memory of childhood and the effect of 
migration on place and homeland and the fracture to identity. Questions posed concerning the 
influences of history, homeland, place, grief and loss are explored in the map The green patchwork 
of memory. An act of cultural trigonometry is performed when my archive of childrenʼs books is 
used to interrogate familial ownership of these stories when migration interrupts the context in 
which they are read. Authors Simon Schama and Kim Mahood are used to reflect on place and 
memory, as well as artists Julie Gough and Chris Barry.  
 
In 5.2 ʻMemory in Transitʼ, Mapping the new homeland explores the sense of ʻunbelongingʼ which 
arises when individuals are uprooted, and by using memory and narrative this disruption is 
examined. The image Mis/alignment in 5.3 ʻMemory and Fractureʼ explores fracture, the 
significance of collective identity, and stories of my past that offer a framework for a contemporary 
sense of self for the now. Bhabhaʼs ideas on hybridity and Cornelia Parkerʼs use of the past in her 
installations are noted for the influence on this piece. 
 
Chapter 6.1 ʻDiasporaʼ discusses the negotiation of the strange and new environment that as a 
child migrant I explored, not as a member of a diasporic community but in an English/Scottish 
bubble. The image Be+come offers a reading of the created work of a child who has experienced 
migration and its effects and how storytelling and listening is an important way to find coherence 
and meaning in the new homeland.  
 
The British diaspora and the factors that prompted my father to emigrate with the family are 
discussed in 6.2 ʻFactors in the Decision to Emigrateʼ, and the reasons why my mother would have 
agreed to such a journey. The image Lambykins in 6.3 ʻWhirlwind Pre-Departureʼ explores 
redemption achieved by storytelling and the significance to a sense of belonging. 
 
Chapter 7.1 ʻImmigrationʼ focuses on the arrival in Australia and the artwork made as a diaspora 
artist in response to the fracture from and yearnings for my origins, whilst celebrating the new 
lifestyle in the image Dis/re-location. The craft techniques of Tracey Emin, my mother, and my 
grandmother are celebrated as I examine patriarchal artefacts and the effect on developing gender 
identity. I am aware of two dimensions of the old and new life and Edward Saidʼs writings and 
examination of the work of the Australian artist Milan Milojevic allow a better understanding of my 
experience of difference. 
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Chapter 8.1 ʻWomanline: Marjorieʼ explores my relationship and affinity with the females of my 
paternal history. I bring an artefact from the past into the present, question the meaning of gender 
identity and see it for more than a sum of its parts. Discussion of the overlooked embroidery of the 
female line allows a further discussion of the partially obliterated portrait made of my paternal 7th 
great-grandmother Marjorie. 
 
In 8.2 ʻWomanline: Georgeʼ I clothe myself as my paternal 8th great-grandfather George Jamesone. 
The approach taken by American photographer Cindy Sherman, who questions ideas of femininity, 
is considered for differences and similarities to my dress ups. She makes us aware that trying to 
locate a fixed self is useless as she examines multiple guises. Reference to the act of ʻgestureʼ in 
the works of photographer Anne Zahalka is discussed, as is British filmmaker Sally Potter, who 
enables me to challenge my own stereotypical understanding of gender and how I have subverted 
dominant codes to provide alternative ways of seeing. 
 
Chapter 9.1 ʻReconcilingʼ describes the discovery and reconciling of paternal and maternal 
artefacts through the use of maps in Fascinating yarns, Aberdeen and Edinburgh, which pinpoint 
the studios of George Jamesone. Over-identification with my father I name as the ʻfatherʼs daughter 
complexʼ. This understanding from a feminist perspective creates a space to begin to understand 
the role my mother played in my creativity. Roland Barthesʼ ideas of negotiating absence as a 
constant process of recuperating the self is used in conjunction with Grayson Perryʼs image making 
as he explores his internal feminine identity.  
 
9.2 ʻThe Healing Power of the Photographic and Written Memoirʼ allows for a rethinking of my 
position in relation to patriarchy and the beginning of a healing of the fracture caused by 
immigration through narrative and creative practice in the image The painterʼs apprentice. 
 
Chapter 10.1 ʻTying Threadsʼ bundles the threads of gender identity construction together by the 
realisation that, situated as I am within a patriarchal Australian culture, my awareness of narrative 
theory has enabled me to tell my story within a critical and self-reflexive methodology. The image 
Spinning the yarn and Tales of the maternal is the response to these ideas.  
 
In 10.2 ʻMultiplicity of Footholdsʼ Neighbours in a strange land and Whitefella sit listen are the last 
images made as I arrive at a space that allows for a contemporary feminine identity to emerge and 
I am empowered both for myself and for others living in a multicultural community. The contested 
space of the beach, both for multicultural, gendered and Indigenous Aboriginal people is explored 
in the work of Australian photographer Anne Zahalka and how transforming hegemonic 
understandings of patriarchy can provide a third space for the lived experience of others of 
difference.  
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10.3 ʻConclusionʼ sums up the significance and implications of this research. 
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Notes on photography 
A Mamiya RZ67 with a 110 mm, f2.8 standard lens was used with 120 film for studio shots. This 
film is standard format for publication, which allows the area captured to be five times that of 35 
mm film, thus enlargement for the larger exhibits was not compromised in sharpness. Fujichrome 
Velvia Professional 120 100ISO daylight colour reversal film allowed for a saturated high colour 
finish, which mimics Cibachrome and is no longer available. The saturated colour is analogous to 
the importance that memory has for me, which can be slightly faded in the actuality of 
remembering; however, since I bring it to the forefront of my consciousness, my stories are vivid 
and perhaps more real than the actual event replayed. A Nikon F601 35 mm zoom lens film 
camera was used for flexibility and lightness whilst researching overseas. Fujichrome E6 colour 
reversal film gave saturated colour and fine grain and was scanned and manipulated for printing as 
medium-sized digital images. A Fujifilm FinePix S9500 digital camera was used for images that did 
not require a large file size for final output. A pinhole camera used during field trips overseas 
captured the nuances of the inchoate and fluctuating identity as I explored my cultural heritage 
enhanced by the unpredictability and lack of control that I exercised over this medium. The 8 cm 
square paper negative was scanned and became medium format output on stitched canvas and 
paper.  
 
The scanned negatives and digital images were manipulated in Photoshop CS3 then digitally 
printed using a Durst Lambda 130 RGB laser printer and referred to in my images as a type C 
photograph. Ilford Ilfoflex base uses a white-pigmented, seven-mil polyester base, which gives 
exceptional dimensional stability and an extremely high gloss surface. The paper has a high colour 
saturation, exceptional sharpness, excellent dye stability with deep blacks and brilliant whites. A 
Polygloss laminate used due to the easily scratched paper surface gives a thicker and smoother 
finish and prevents the images marking from fingerprints and other environmental factors. 
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Chapter 1 
Research design 
1.1 Ethnographic narrative method of inquiry 
Fractured portraits is an investigation that is framed by a qualitative research methodology that 
situates myself – the observer and artist – in the world. It makes my world visible and transforms it 
(Denzin and Lincoln, 2003: 5). My world is turned into a series of representations which includes 
introspection through the conducting and compiling of field notes, interviews, conversations, 
photographs, life story and diary entries to the self as I explore data from family artefacts and 
outside sources. The purpose of this narrative research is to study personal experience and to 
make meaning in a systematic manner, and to renegotiate my identity by the telling and perhaps 
altering of my stories. The responses are found in a series of photographic images and a reflective 
and investigative exegesis that extends understandings of gendered identity and the 
communication of the ʻselfʼ to others via the images.  
When making images about my life I am revealing the narrative, the story of my life, a story that 
emerges through my explorations and introspection and is a truth for me at this point. Truths do not 
reveal the past as it actually or objectively was, only the experiences of it. I come to understand my 
narrative only through interpretation, by paying careful attention to the context that shaped its 
creation and to my world-views that inform it. The answers I seek and the stories I tell through my 
imagery are important, not only for myself but for other migrants who desire to tell their story. The 
truths seen in my personal narrative can jolt others from a complacent security as interpreters or 
viewers outside the story. My stories have the potential to make others aware that their own place 
in the world plays a part in the interpretation and shapes the meanings derived from them.  
The combination of ethnography with narrative research is a way of working that combines the 
more traditional ethnographic approaches with the more recent narrative research tradition. The act 
of narration and narrative is everywhere, but not everything is narrative. What defines or makes the 
story or narrative become something more is how I interpret stories and how I, the researcher, go 
about interpreting my interpretations (Barthes, 1977a: 32-51, Riessman, 2008: 4). In narrative 
research the focus is not on data per se, but rather on the stories in the data. Ethnography is a 
method with a long history usually associated with anthropology. Traditional ethnography focuses 
on the collecting of information in systematic and fully explained ways, usually from a specific field. 
Recently it has been extended to cultural studies and proven useful in applied areas such as 
nursing, law, etc. (Tedlock, 2003: 165).  
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Ethnographic narrative methodology applies to historical stories of the self. It is not a narrative until 
it is made into one by the researcher unless, of course, they are working with the stories of others 
(Bruner, 1990: 51, Mishler, 1999: xvi, Riessman, 2008: 5). The researcher imposes their 
understanding of a story on the data, rather than just presenting the data. Like Bruner and 
Riessman argue, individuals ʻbecome the autobiographical narratives by which we “tell about” our 
livesʼ (Bruner, 1987: 15, Hiles, 2002: 10, Riessman, 2008: 10). The very telling of the life story 
enables the construction and interpretation of identity. There is no ʻreal or true selfʼ but a form of 
self-creation. It is not just an act of memory, but through inclusion and exclusion, in an active 
construction of gender identity I have selected events and ordered and interpreted my experiences 
(Bruner, 1990: 116, Graves, 2006: 9).  
As a visual artist and art educator I engage most confidently with images and my photographic 
constructions, whilst informed by an ethnographic narrative tradition, are part of a newer branch of 
narrative research which focuses on image rather than text: an approach which draws on narrative 
methods usually concerned with ʻwhatʼ is said or represented in the image rather than ʻhowʼ, to 
ʻwhomʼ or ʻfor what purposesʼ (Riessman, 2008: 53). My analysis draws on family artefacts, 
photographs and memory. By tracking back and forth between the archives and the created 
images, I contextualise and interpret my constructed photographs in the light of my own narrative. 
The photographs made in response to my story and artefacts are interpreted for evidence of the 
experience of immigration and the influences of patriarchy, gender, memory, history, place, grief 
and loss. In using visual narrative analysis, I discovered that social scientists were beginning to 
analyse images made by subjects themselves in narrative research and that visual analysis is 
pushing the boundaries of narrative and narrative analysis (Bell, 2002:11, Riessman, 2008: 145). 
Visual analysis requires the same degree of break down and scrutiny as the spoken narratives that 
are more often used. There are many stories of migration by visual artists, some of which I explore 
in the individual works throughout the exegesis. The choice of camera, film, exposure, framing, 
cropping, digital interventions and final output all shape and control the end image (Rose, 2007). 
The story of my migration and the fracture in gendered identity is explored and understood through 
the created photographs.  
My narrative is more than the singular interpretation commonly offered by popular media and 
culture and is more than just a story. It allows a connection to the intensely personal but also the 
shared aspect of my existence in society. As an artist who tells her story, uses memory, and 
visually includes herself in her work, I am doing narrative research on gender identity construction. 
Thus I can shed light on the private and public face of human experience over time. As the teller of 
my narrative and as the researcher who imposes meaning on it, this narrative can then be said to 
be strategic, functional and purposeful (Riessman, 2008: 8, Tedlock, 2003: 166). As an individual I 
use visual narrative to remember, persuade, engage and even mislead, and in this my narrative 
does political work: it has a social role and is connected to the wider world of the social and 
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political. My image stories, placed in the world of the exhibition space, either real or virtual, elicit 
conversations on othersʼ experiences of being a migrant. The invisibility and sense of insignificance 
attached to British migrant stories and to others who have migrated to this country are powerful, 
revelatory and unfolding. This narrative examination of the researched past unearths new material 
– a powerful method for the artist.  
My story is interrogated as a cultural trace (Squire, 2005: 103). It is a cognitive re-enactment and 
an effort to understand my gendered identity, a study of the intersection of individual biography and 
society. I listen to the stories that people tell of their lives: an account of a fluid self, a ʻself that is 
always producing itself through the combined processes of being and becoming, belonging and 
longing to belongʼ (Andrews, 2007: 9). Through disclosure of my story I entice others to reveal their 
story as ʻa response to the tacit dimension within oneself sparks a similar call from othersʼ 
(Douglass and Moustakas, 1985: 50, Hiles, 2002: 8). This idea of longing to belong and feeling like 
an outsider is a theme that I often return to and express, for example Be+come and Mis/alignment. 
This method of heuristic inquiry, a method of solving a problem for which there is no set formula 
and employing a form of trial and error, was developed by Clark Moustakas (1990: 14). The lived 
experience of the researcher becomes the focus of the research and the focus of the approach is 
the transformative effect of the inquiry on the researcherʼs own experience of the research. Adele 
Flood, an Australian artist, academic and writer who uses narrative enquiry, has designed a model 
to help us understand this process clearly (Flood, 2003: 133, 2009: 58). From the telling of the 
personal narrative, identity is better understood, which results in new understandings and in further 
work being produced by the artist. Thus the flow is now a continuous loop. In applying her model, 
my research adds to hers and I understand my own narrative clearly and the potential that this has 
to communicate and aid in developing a sense of identity for others living in a multicultural society. 
1.2 Photography as the vehicle for my narrative 
Constructed photography is the process I have used to develop the ideas in my narrative of 
immigration and resettlement in Australia. The photographic archives the family brought with us are 
examined using memory linked to nostalgia for the influence of patriarchy, gendered identity, 
history, place, grief and loss. These archives are the photographs of the artefacts my family once 
owned, my past life photographs, and the photographs taken in Australia and sent to the home 
country to validate our new existence. Digital technology using computers has shaped the 
production and interpretation of current photography, and because my photographs are fictions, my 
viewers have to work at decoding the image. This coding of a photograph facilitates the telling of a 
story rather than to merely record what was in front of the camera (Barthes, 1977b: 32-51). To 
interpret my photographs I offer layers of convention and association which, when drawn upon, 
provide a code for understanding them. Where my photography and my memory share a moment 
of time and history, the past is shown to intrude into the present and therefore render the present 
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incomplete. My images describe the transition between time and place, my ever-coalescing gender 
identity echoed in my photography. 
The looking done to a photograph forces an acknowledgement of absence, an invitation to reverie 
on remembered pasts. An important association is made between the photographʼs connection to 
reality and the irrecoverable past, its links to and promotion of a sensation of nostalgia. Susan 
Sontag, an American author and cultural critic, in the first of a number of essays on photography, In 
Platoʼs Cave, deliberates how a photograph, regardless of distortion, proves something did happen 
or that something did actually exist (Sontag, 1977: 5). This promotion of nostalgia linked to memory 
evokes a sense of the unattainable that then makes photographs become a ʻmemento moriʼ – an 
object intended as a reminder of the fact that human beings die (Barthes, 2000: 63-71, Bourdieu, 
1990: 14, Lindquist, 2001: 4, Sontag, 1977: 15). This sense of my mortality is contained in the 
photographic archives I have examined and I discover they are touched with pathos because of the 
sense of absence and loss the photographs promote. Conscious of how death haunts us all, these 
archives now serve the purpose of uncovering a hidden truth or of having conserved a vanishing 
past. In the viewing of my familyʼs old snapshots a sense of nostalgia is triggered by memory, 
which is then promoted in my constructed imagery.  
My work, using family photographic archives, artefacts, and my own experience as a feminist, 
engages with the liminal space and the contradictions that exist between the reality and the fiction 
promoted by the image. Tracey Moffatt, an Australian Indigenous photographer and filmmaker, is 
an exemplar of this. Moffatt uses the device of narrative and protagonist in her multi-imaged, 
montaged serial narrative Something More, 1989. The series of images work like stills from a film 
script. Through the use of frozen motion and close ups, which act to dramatise the action and 
confuse what are usually fixed details like time, place, beginning and ending of a narrative, the 
panels can be read from left to right or top to bottom. This looking is dictated by their large size. 
The process of using Cibachrome film gives a high key vibrant colour, and the use of a glossy 
paper surface is used to extend the narrative fiction. Moffatt describes the work as dealing with the 
ʻtorn between two worldsʼ theme of the disturbed half-white, half-black young person (Jolly, 1992: 
12). Her concerns depict Black Australia; however, there is enough ambiguity that the viewer can 
discover their own interpretation of events.  
A photograph is not just a link to what was before the lens but also contains the seeds of a 
narrative that only the viewer can hope to guess at, and which remains in the domain of the 
viewerʼs imagination. This encourages the viewer to engage with the imagery and to be actively 
questioning; to engage with the questions I pose. To make meaning of images, I propose ʻwe draw 
upon these codes which are the style or “rhetoric” of the imageʼ (Barthes, 1977b: 19, Bell, 2002: 9, 
Soutter, 2000: 9).  
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Roland Barthes, French historian, writer and philosopher explored ideas of the ʻlookingʼ done to 
photographs which enabled an analysis of the conflict between the person or thing that was once 
there and the lived image of the photograph. He made a powerful visceral connection when looking 
at the image of his mother in the ʻWinter Gardenʼ. Barthes observes that a photograph represents 
and gives a certainty to not only ʻwhat is no longerʼ but definitely ʻwhat has beenʼ (Barthes, 2000: 
85). This does not support a solid and immutable self; thus ʻevery photograph is a certificate of 
presenceʼ (Barthes, 2000: 87). This presence is of a past within which was contained a self at that 
exact moment of capture, but beyond which it can only serve as a reminder of the worldʼs 
inconstant and ever changing state of selfhood.  
Barthes emphasised the difficulty of achieving a secure knowledge about things and deconstructed 
the image text by reflecting and analysing many photographs to find the ʻessenceʼ of all 
photography. He reflected on portrait photography and the relationship between the photograph as 
signifier and the sitter as signified and noted the peculiar way in which we do not separate the 
photographic representation from the person represented. This gives the photographic image 
poignancy. As I examine my photographic archive and artefacts, I too can offer a re-reading of the 
images and reflect on the symbolic meaning. Captured in my photography is also a changing state 
of being which does not support a solid reality; something is no longer there but was once and thus 
gives me the sense it is still there like a replayed event. ʻThe family album … has all the clarity of a 
faithfully visited gravestoneʼ. (Bourdieu, 1990: 31). Following Barthesʼ investigation of the presence 
and absence contained in photographs I can come to discover some truth about myself; my 
gendered identity in flux will be revealed to me and absence will be negotiated as a constant 
process of recuperation. 
In making my photographs, the camera, digital intervention and final output have determined the 
imageʼs form, meaning and effect. This intervention has the ability to affect what the image might 
do and what might be done with it (Rose, 2007: 14). My photographs display a physical quality 
which sets them apart from other photographs: their highly glossy and sometimes rent surfaces; 
the puncturing, rendering, cropping and stitching that I have subjected them to shows something of 
how the images were created and the influence of Chris Barryʼs early explorations into her cultural 
identity. The image itself shows what I created from the choice of several versions. This technique 
of montage has a rich and long history and can be traced to the Victorian experiments with 
ʻphotographs and watercolours in sometimes-surreal combinationsʼ (Siegel, 2009: 7). Using a 
technique of editing and selecting fragments of an artefact that contribute to a whole image, the 
process of memory is imitated and incomplete parts of the self and the past in which it is rooted are 
recovered. The past continues to speak to us but it is ʻconstructed through memory, fantasy, 
narrative and mythʼ (Hall, 2000: 24). The past is as constructed as identity itself. It suggests that 
my recollection and description of my past are not entirely factual. Objective reality is never 
captured. Instead, a triangulation takes place: the display of multiple refracted realities 
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simultaneously, not sequential or linear (Denzin and Lincoln, 2003: 9). It gives me the freedom to 
transcribe and promote a narrative of fiction; the image shows more of what I wish to be rather than 
what is or what is thought to be. In superimposing several different images onto one another to 
create a picture or fiction, the process mimics the fluid composition of identity, the overlapping, 
blending and forming of a composite, of a new creation.  
Although photographs are complex forms of representation, they still contain the trace of the face-
to-face encounter. There is still a presence present, which means the stillness of photography is 
neither passive nor fixed. This power of photography lies not only in its recording of lived 
experience but in its ability to keep alive, through its manipulation, the space that exists between 
the fiction promoted by the recorded reality and the fiction which is developed around the image as 
we look at it. The fiction survives because of the narrative power that is tapped by photography and 
photographic archives. These not only have the power to promote a myth in the looking, but can 
also give the illusion of being a simple transcription of what was there (Bell, 2002: 7, Hirsch, 1997: 
7). Photographic narratives have the power to exist between dominant cultural mythologies and 
lived realities of everyday life and they can be considered moral tales, in particular, the work of Jo 
Spence, who told her autobiographical narrative through her art photographs which are themselves 
stories (Bell, 2002: 10, Hirsch, 1997: 8).  
The reception or audiencing of my work comes from my own analysis as the audience of my own 
images, and does not always determine how others may receive them. When a narrative sequence 
is placed in the gallery space in a particular figuration the image usually depends on what comes 
before or after it, that is, the sequence or order of the layout. New readings can emerge generated 
by the contexts in which the narrative journey is placed, and a disruption occurs which acts as a 
metaphor for the disruption of emigration to a migrantʼs sense of identity. My captions become the 
missing mouth of my narrative, so it is not just the image itself but how particular spectators who 
look in particular ways see it. I edit my narrative of the past on a daily basis as it becomes 
remembered by the overwriting, transcribing and forgetting I do, as I revisit events, attitudes and 
beliefs to make sense of the past. It is the complicated relationship I have between time, memory 
and narrative as I revise and edit the remembered past to square with my gender identity in the 
present. This is best captured in photography, which also promotes its own fiction in the looking, 
and there is a doubling of the experience of narrative, invention and reality; I am telling a story of a 
story.  
1.3 The feminist question 
The language used to analyse the construction of the self or selfhood, psychologically or 
emotionally, and to mark a concern for the subjectivity of the individual, varies greatly. I have used 
many different words at various times – subjectivity, self-identity, feminine gender identity, 
selfhood, sense of self, analysis of the self, individual subjectivity, identity politics, constitution of 
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the self, multiple sites of subjectivity that include sexuality, gender, race, class, culture and power – 
to engage with questions of what is identity and how women acquire it. I have chosen the term 
ʻgender identityʼ throughout the exegesis to describe a distinct sense of feminine identity that 
encompasses all these words.  
Perhaps what most affects gender identity is my perceived level of agency, the ability to be actively 
involved in shaping my personal and cultural experience. In conceptualising the self, different 
theories put the emphasis on our internal constructions of selfhood and the individual, or on the 
larger society or social forces. The French feminist philosopher Simone de Beauvoir in her social 
constructionist view, challenged the Western masculinist position of thought, with its privileged 
ideas of seeing and knowing, in her groundbreaking analysis of womenʼs oppression. ʻOne is not 
born, but rather becomes, a womanʼ (de Beauvoir, 1997: 295). No one fate determines womanʼs 
existence: it is a lifelong induction by society into the role and is thus specifically located in 
whichever culture she is socialised. Gender is a social construct, not biologically determined. 
American feminist Judith Butler allows me to think in non-essentialist terms. I do not argue for a 
fixed essential core self that divides women and men into two separate fixed selves nor do I 
expound the value of women being lumped as a homogenous group that erases all differences. 
Gender Trouble (Butler, 1999: 15) problematises the notion of a coherent feminine sense of self 
since the critiques of identity-based feminism delivered by women of colour and post-colonial 
critics. She is troubled with de Beauvoirʼs understanding of the body as already sexed, that is, the 
ties between gender and anatomy. This is a richly explored and contested area but I am taking a 
particular line amongst this rich debate. I seek a position from which to speak that recognises the 
multiplicity of women but at the same time does not embrace a closed category of woman. 
Feminist discussions continue to explore how the feminine self is socially constructed and is 
dependent on prescribed behaviours. These gendered behaviours result in men and women being 
socialised into distinct patterns of relating to each other that are asymmetrical in terms of gender 
power (Chodorow, 1989: 2, Elliott, 2001: 19, French, 2007: 52, Moi, 2001: 99). The American 
feminist Nancy Chodorow, influenced by the object-relations school of psychoanalysis (in 
particular, Melanie Klein), explores core gender theories of identity. Her work is important to this 
project because she provides a framework to understand the impact of migration, familial stories 
and artefacts (and the supposed lack of maternal ones) on my gender identity construction. Her 
theoretical dialogue and perspectives of the relationship between feminism, psychoanalysis and 
mothering have facilitated my analysis of the photographs made for this project. Chodorowʼs 
writings re-shaped Freudʼs father-centred analysis of the Oedipal phase in child development. 
According to Freud, the grounding of gender relates to the absence or presence of the phallus. 
Chodorow forcefully challenges this emphasis on the father as the foundation of gender difference. 
The motherʼs influence is more central in a childʼs early experience of gender in the pre-Oedipal 
period due to the close mother-child relationship in infancy. As Chodorow examines the needs of 
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the child, she also examines the needs of the parents and finds that the construction of gendered 
identity involves a two-way traffic between the parents and the child.  
My project examines the overt influences of my father through paternal artefacts and an exploration 
of immigration and how the artefacts and migration shaped my gendered identity. The family 
artefacts provided anchors in the new place of migration; however, an absence of artefacts 
produced an over-identification with either one or the other of the parents, in my case, with my 
father. Through my photographic narrative I can examine my fatherʼs chronicle that I was a ʻdifficultʼ 
individual, and untangle, pore over and come to understand the complexity and ramifications of his 
story: that he brought the family ʻto Australia for a better life for his childrenʼ. I question the 
preferential patriarchal treatment my brother received and dare to dream and come to understand 
something profound about my gender identity in the countries that I share: the United Kingdom and 
Australia. This identification with the male heritage is complicated by my fatherʼs refusal to 
acknowledge the female as an inheritor of the paternal name and artefacts. In an attempt to be 
male, I dressed and acted in as masculine a manner as possible, which pushed my feminine 
gendered self to the background and led to a conflicted disowning of maternal artefacts. I swung 
between a strong identification with all things male, and a disavowal of the female, whilst at the 
same time living in a gendered female body. This subsequent and defensive identification with my 
father served as an unacknowledged support for the oppressive gender relations and patriarchy 
with which I was struggling. Using Chodorowʼs analysis of the place of the maternal in 
psychoanalytic feminism, I arrive at a new space concerning gendered identity. The ʻoverlookedʼ 
maternal artefacts have become firmly fore-grounded throughout the project. 
In contrast to Chodorowʼs psychoanalytical understanding of womenʼs oppression is the influential 
British Marxist feminist photographer Jo Spence (Spence, 1986: 173, Spence and Holland, 1991: 
1). She used her private life publicly as a form of resistance by including herself in her 
photographs. Her works reflect a central feminist tenet: the personal is political. In her art therapy 
works with women in general, and in particular with Rosy Martin (1991: 221), she urged them to 
wield the power of the camera to change the way they had been represented by the dominant 
cultural modes of looking, and to photograph themselves as never seen before. Spence urged 
women to wield the camera and its power for themselves. She demonstrated through her work how 
the female body is co-opted to perform for various media, whether for consumption as high art, 
documentary photography or advertising. Spence, in her photographs, writing, and activism, helped 
raise awareness and asked us all to question the way we look at the female body and images of it 
(Grigsby, 1991: 92). Through her battle with breast cancer from 1982 to 1992, when the illness and 
experience of its treatment were under-narrated and there was no organised breast cancer 
movement, her work now serves as a resource for activists in contemporary breast cancer 
treatment (Bell, 2002: 24).  
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Linked with psychoanalytic feminism are the revived consciousness-raising experiences of women 
during the 1970s feminist movement. Women of this period reflected aspects of themselves to 
each other; women told their narratives to make sense of their world and to put women back into 
the world, and since the emotional core of feminine gender identity is relational, women tend to look 
for such emotional resources in other people (Elliott, 2001: 109). Nowadays, being responsive to 
another womanʼs experience makes me conscious of some unconscious aspect of myself and the 
realisation of a commonality of experiences which satisfies a need for a connection between me 
and other women (Shinoda Bolen, 1984: 3). My life takes on the form of a pursuit to make sense of 
lifeʼs experiences, which Murdock calls a narrative, a combination of ʻmyth and memoirʼ (Murdock, 
2003: 24). However, this relational need does not drive me into motherhood as Chodorow suggests 
in her work, but is related in the form of the storytelling I do as an artist, where these journeys and 
stimuli are used in an endeavour to create artistic output (Flood, 2003: 139).  
Some argue today that there is no longer a need for a discussion concerning the meaning and 
experience of becoming a woman, and that in the twenty-first century this discourse is no longer 
relevant. Germaine Greer, the Australian feminist and author, has claimed that the issues she 
raised concerning women in The Female Eunuch (1971) are still unresolved and that there is a 
critical need to re-examine the influences on the construction of womenʼs gendered identity. She 
says ʻthe contradictions women face have never been more bruising than they are nowʼ (Greer, 
1999: 3). This research offers an intervention in the remaking of personal imagery and asks, what 
can be learnt? I invoke the feminist dictum that the personal is political, and a form of political 
resistance is offered since I reflect my own ʻpositionality of the speakerʼ (Andrews, 2007: 9). I 
suggest that my writing, making pictures and the reading of them is a form of feminist resistance 
and that intervening in the ideological script of my life is intervening politically (Conway, 1999: 176, 
Hirsch, 1997: 214).  
Perceiving and decoding familial ideologies can transform hegemonic constructions and thus I can 
see myself both reflected and opposed or adjacent to them. I feel this is a position of considerable 
clarity and therefore I am empowered to speak and act on behalf of myself. I also distinguish that I 
can be an advocate for other women who have similar concerns with telling their narrative from a 
female-centred perspective. Through the making of my imagery I can reveal the splits, 
contradictions, suturings, scarring and the complicated processes of gendered identity which have 
been hidden to me and therefore offer the possibility of healing and closure (Hirsch, 1997: 215).  
My photography presents the idea that if the image of woman can be rewritten in different terms 
then it may give women increased capacity to have independence and autonomy, which in the past 
has been accorded more to men. I engage with the idea that if I can tell my narrative and offer a 
different reading concerning gendered identity, I can offer an alternative reading to others. If we 
avoid narration we end up with a monolithic sociological explanation or an authoritarian political 
culture which silences the future discourse of this nation.  
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1.4 Post-colonialism  
For migrants, cultural identity is no longer bound to a particular place or space. They have left a 
homeland and reconstructed out of the relationship between the old and the new place a new 
cultural identity. A tension arises from the differences between the two cultures, and the migrant 
can feel unstable and in exile. However, it gives them a unique perspective on their place in the 
world; they are constantly aware of their difference to others, both self-imposed and imposed by 
others. From this position between cultures identity is negotiated. My immigration is problematised 
by being a woman, and my understanding that I came to a white settler colony where my culture 
had been the coloniser. It is considered, by other migrants and Australians alike, that I had a more 
privileged position from which to adjust. However, I claim that as a British female child I had a 
unique position on the margins of this settler society to observe and comment. 
Alternative possibilities in post-colonial theory provide a way to understand connections between 
colonialism, difference and the neglect suffered by those on the margins. Migration has created a 
situation where a constant process of constituting a sense of gendered identity is necessitated due 
to the idea that ʻwomanʼ and others have often been the repository of all things other or non-
Western and therefore considered negative by opposing viewpoints. The Indian Parsi author and 
cultural theorist Homi Bhabha assists my understanding when he describes the situation of the 
coloniser who sees the colonised population as marginal and degenerate in order to justify 
conquest and abuse (Bhabha, 2004: 101). These margins American post-colonial theorist and 
cultural critic Edward Said discusses in Orientalism. He highlights how the ʻOrientalʼ was regarded 
as uncivilised, degenerate and alien to the colonial powers who coveted their land (Said, 2003: 
207). Historically, this idea was linked with women and the insane as well and helps to explain the 
attitude that Dixson (1999: 13) identifies in the Australian ethos of a masculinist, pioneering attitude 
that relegates ʻwomanʼ to a lesser level in society. This continuing attitude was seen as rich 
material for exploration by pioneering writers and directors of Australiaʼs film industry as late as the 
1970s in the film Libido (Schepisi et al., 2005). ʻDifferenceʼ is important to my project as it describes 
the effects of migration on the cultural and gender identity of an individual.  
Bhabha provides a way to think about challenging these practices of racial and cultural divisions by 
interrogating the construction of difference. He proposes that there are degrees of cultural 
translation or simulation that happen between cultures because of some underlying similarity to the 
structure of their practice. Therefore no culture has impenetrable boundaries. In my images I have 
used a form of mischievous imitation (for the readerʼs easy reference I have included thumbnails of 
the larger images, which are to be found in their respective chapters) in particular Exhibit 3.18, 
Exhibit 7.49 and Exhibit 8.61. I argue that through this imitation of the original, the authority of that 
original is disputed because it can be simulated.  
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Exhibit 3.18 Exhibit 7.49 Exhibit 8.61 Exhibit 10.72 Exhibit 10.74 
Cultural hybridity, a term Bhabha uses to describe resistance to difference, sets up a new position: 
a third space that enables other positions to emerge both inside and outside of culture. I can 
critically analyse from this third space ʻthose practices that work to maintain impenetrable barriers 
between culturesʼ (Lunn, 2002: 11). From this position I can negotiate my identity as I have done in 
Exhibit 3.18, Exhibit 10.72 and Exhibit 10.74 (for the readerʼs easy reference I have included 
thumbnails of the larger images which are to be found in their respective chapters), not by claiming 
originality, but by cynically considering the mechanisms through which cultural differences occur, 
which depend on origin for power. 
Said, in his autobiography Out of Place: a memoir (1999) assists me to come to terms with the 
dissonance of living in two worlds simultaneously. His experience of growing up between worlds, a 
Christian and a Palestinian, and ultimately an outsider, reflects my feelings and sense of fracture, 
estrangement and displacement. As an exile, his experiences are different to mine and are 
complicated by his understanding of ʻthe unhealable rift forced between a human being and a 
native place, between the self and its true home: its essential sadness can never be surmountedʼ 
(Ferguson et al., 1990: 357). I do not feel like someone living in exile as an Australian citizen as 
Said as an American citizen did.  
Stuart Hall (2000: 22) writes from the position of a Jamaican emigrant to the United Kingdom. Due 
to his experiences he does not take an essentialist viewpoint on identity as fixed and unchanging. 
He acknowledges origin but also suggests that cultural identity is shaped by a number of 
ʻpresencesʼ, built over time through the changes that occur in an individualʼs personal history. 
Identity is never finite but changes to reflect forces of history and is not always formed on the basis 
of similarity but can be constructed out of difference. I become the future and I belong to my past, 
an ongoing construction that leaves room for any future influences to be incorporated. This position 
is exemplified in Exhibit 6.38, Exhibit 9.67 and Exhibit 10.70 (for the readerʼs easy reference I have 
included thumbnails of the larger images, which are to be found in their respective chapters). 
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Exhibit 6.38 Exhibit 9.67 Exhibit 10.70 
Feminist and post-colonial theory have much in common as oppositional discourses to hegemonic 
patriarchy and racism and attempt to redress an imbalance in society and culture characterised by 
a decentring movement, a diversity and hybridity that permeates my past and conditions the 
present into the future. Bhabha discusses the ʻright to narrateʼ (Huddart, 2006: 139) where all forms 
of creative expression inclusive of photography are legitimate means to represent the lives we lead. 
I would go further to suggest that in the process of my narration I might reclaim for myself my 
understanding of my attachment to my homeland and the fracture caused by involuntary migration 
at an early age. My personal narrative and history nourishes my current creative work. The memory 
of the trauma, grief, loss and alienation that the stories tell are open to interpretation and are by 
their very nature imperfect. As I create my works, a shift in my consciousness takes place, and 
although I will never see myself in the same light again, I have a sense of hope for my gendered 
identity in my adopted homeland. 
1.5 Diaspora aesthetics 
In examining post-colonialism as a lens to interpret my photographs, a discussion of what 
constitutes a diasporic aesthetic is useful in the context of the British diaspora and the art of a 
diasporic artist. I put forward that there is no commonly agreed upon supporting knowledge as to 
what delineates this art. Whether the art should reflect the traumatic events that precede a forced 
dispersal, or capture the nostalgic yearnings for lost origins, suggests that the very nature and 
function of diasporic art and its particular aesthetics have not yet been widely investigated when 
applied to the visual arts (Lemke, 2008: 123).  
My work has led me to propose that an examination of any evident defining elements, particularly 
in the subject matter and its public reception, would be useful. I suggest in my subject matter that a 
tension exists between the actions that took place and the looking backwards to a nostalgic past, 
often capturing both. In many of my images I place myself in the foreground of ʻthingsʼ: street maps 
of homeland and my adopted country, family artefacts, the United Kingdom and the Australian 
landscape. This has strengthened the notion of ʻnostalgiaʼ as having an active voice after a period 
of postmodernism where nostalgia and sentiment were considered politically naïve. The use of 
montage gives the effect of producing multiple forms of gendered identity, a plurality of vision of 
existing within two places at once and a multiplicity or doubling of images. I have my motherʼs 
stories and actions that overtly influenced my decision-making processes as a female and an artist. 
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My fatherʼs stories are of the heroes of his patriarchal lineage, in particular, the painters, 
geographers and ministers of the Scottish church. My inheritance and familial ownership of the 
English countryside as an English/Scottish migrant is finally overlaid with an understanding of the 
Australian experience as incorporating colonisation.  
Figure 1.1 is of a work-in-progress exhibition held 2010 at Brunswick St Gallery, Brunswick. Here I 
first employed and measured the object/image spatial relationships prior to the research exhibition 
that is the focus of this exegesis. The even pacing between large/small photographs and made 
artefacts is interrupted, and a hiatus and unevenness is revealed which imitates disrupted 
gendered identity and immigration. There is a crowding, a cacophony of competing voices, uneven 
pacing to look at the images, even a backtracking, and there is no median eye level or sightline 
where the work is positioned as a masterpiece, the curator or institution as judge, or the visitor as a 
passive witness. The photographs are hung not as individual images, nor do they invite a following 
in a single row around the walls of the gallery as is the 20th century practice, but are more akin to 
the salon images of the 19th century. The pieces read as an individual narrative or as the larger 
grouping of the exhibition exhibited in any sequence. In the placement I am also commenting on 
issues of power and knowledge. My photographic images could be shown in a house, basement or 
attic: they are not precious pieces in a museum. The informal framing method or lack of a rigid 
frame adds to a sense of flight or restlessness as the work, sometimes framed, sometimes just 
taped to the wall. I have also employed or activated the corners shown in Figure 1.2 because I 
regard them as unresolved areas that people try to avoid. This asks them to question their 
perceptions of binary opposites, good/bad placement and hierarchies of importance. A corner is 
also a place where flat pictures become spatial and three-dimensional as I move into them and 
thus change my viewing perception. 
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Figure 1.1 Exhibition work-in-progress Brunswick St Gallery, 2010 
 
 
 
Figure 1.2 Corner of exhibition work-in-progress Brunswick St Gallery, 2010 
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Through sharp focus, cropping and close ups of details, the frozen stillness is dramatised and 
confuses what are usually fixed details like time and place and the beginning and ending of a 
narrative. Each photograph is a narrative, and the sequence in the exhibition forms a visual 
narrative addressing the fractures and contradictory multiplicity of life, of difference and identity, 
and the viewer puts the sequence together into a meaningful whole. The montage invites the 
viewer to construct interpretations that build on one another as the narrative unfolds along the walls 
of the gallery. Many different things are going on at the same time: the use of scale, size and layout 
in my different voices during my life, and different perspectives, points of view and angles of vision. 
Space is created for the give and take between the viewer and the creator: the audience is an 
active one as they move from the personal to the political, the local to the historical and cultural. 
 
Imants Tillers, a first generation Australian artist of Latvian parentage, produces images connecting 
his Latvian culture, his concerns of un-belonging and the dispossession of other people and 
cultures. The Diaspora 2006 series presents four major paintings using his canvas board system of 
grids within which there is no identifiable linear narrative in either the actual format of the work or 
the style. The boards, put together into six, six-panel units, are shown independently of each other 
and/or within the same space. They can also come back together again as full panels which mirror 
his ideas of displacement and fracture (Hart, 2008: 1).  
 
German-born photographer and installation artist Wolfgang Tillmans uses innovative photographic 
displays where his exhibition set-up institutes a ʻtriangular hierarchy of cultural authorityʼ in that the 
curator/artist, gallery and spectator get an equal say (Tillmans, 2008: 17).  
 
Figure 1.3 Wolfgang Tillmans, 2010, installation view Andrea Rosen Gallery, New York 
 
His images are not precious as he integrates and dislodges boundaries between the categories of 
mass media and fine art that have informed his outlook on format, display and presentation  In 
comparison, the objects, artefacts and images I have made are carefully mined and selected, even 
housed within a museum aesthetic. However, the lack of spaciousness and crowding of placement 
challenges the authority of uniqueness and the aura of hierarchical power.  
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Chapter 2 
Memory and migration 
2.1 Im/prints of migration 
My family was part of the Assisted Passage Scheme, the migrants colloquially known by the 
Australian media as ten pound Poms. It became operational in 1947 and was intended to ensure a 
white majority population in Australia. The geographical and physical dislocation/relocation, the 
rupture, loss and grief that occurred for me when my family left the United Kingdom caused me to 
question my existence and essence as a person. It was a very disturbing event for a five-year-old 
and my memory is that it was an anxious departure. The boat trip (Tuesday 5 November to Monday 
16 December 1957) was an exciting hiatus, but on arrival in Australia without the frame of 
reference that my extended family had provided, I was at a loss to explain who I was.  
 
As a ʻten pound Pomʼ I experienced what other British emigrants as a group perceived. Their 
understanding was that their stories had no political significance or commercial value, which as 
Hammerton (Hammerton and Thomson, 2005: 11) notes, led to neglect in local studies and 
community histories. This internalised sense of political and historical insignificance meant that few 
wrote or told the stories of their immigration. Recent studies in the United Kingdom and Europe are 
finding that immigrants are vulnerable to discrimination and prejudice and encounter social defeat 
more frequently in their interactions with the host country (Cathcart, 2010). This lack of inclusion 
and sense of exclusion or outsider status is a fertile ground for psychosis. Not only can it appear in 
the first generation but in the second as well. As Hammerton and Thomsonʼs study reveals, some 
are only now making sense of their background and of the historical experience of their parentsʼ 
migrant generation. In my situation I name this sense of exclusion as a fracture or trauma to my 
gendered identity. Using family artefacts and creating this visual narrative that is analysed in the 
exegesis, I have been able to articulate this sense of being caught between two worlds. I faced a 
country and culture that was both ʻcuriously familiar and yet disconcertingly strangeʼ (Hammerton 
and Thomson, 2005: 12). I was treated as the ʻotherʼ and at times made to feel unwelcome, 
labelled a ʻwhingeing Pomʼ or ʻPommy bastardʼ (Hammerton and Thomson, 2005: 316, Rule, 2004: 
158).  
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2.2 Memory and narrative 
To understand my gendered identity I have used memory to relate, understand and interpret my 
narrative of being in the world. This constructed narrative creates a window through which the self 
is viewed, as it is being constructed, deconstructed, and unconsciously performed. It is a cyclic flow 
and helps us to interpret the self and the influences that create meaning in an individualʼs life. The 
practice of reflection upon the memory of experience is well documented by Flood. From the 
viewpoint of a researcher, she remembers and narrates her childhood experiences, and questions 
of self arise. She calls upon memory to bear witness, and identifies that in pausing to reflect, she 
begins to ʻtransform the stories into ideas and questions of self and memoryʼ (Flood, 2003: 6). The 
constructed photographic images and artefacts thus made are used as a tool to examine and 
interpret my memory of events to bring my past self and my ancestors into the light of day. 
 
I develop this idea of interrogating gendered identity as a narrative using memory and the 
unspoken knowing of heuristic inquiry, the power of revelation, which is reflected in my visual and 
written investigations. I have excavated and reassessed memories that have been fragmented or 
scarcely visible before narrating them. Using visual narrative analysis I revisit my lived experience 
and tease apart the threads or strands of memory that make up my own open, non-linear selfhood 
and reflexively investigate my gendered identity. Through the telling of my story of involuntary 
migration, opportunity is delivered to heal the disjunction or disruption to identity, to the fabric of a 
lived life.  
 
Australian photographer Danielle Thompson, in her residency at Scotch Oakburn College, 
Launceston, explored themes of memory, self and space by photographically documenting objects 
of importance to staff and students in the exhibition Revere 2004 Figure 2.4. 
 
Figure 2.4 Danielle Thompson, Revere, 2004, photograph 
She examined the meaning attached to these personal items and treasured objects, the bond with 
their owner and how it might describe the ownerʼs self. Her work suggests to me that if I take away 
or lose precious objects from my world, it is like taking away part of myself, as they are imbued with 
all my memories (Wilson, 2004: 1). When Barthes (Barthes, 2000: 67), in an act of remembrance 
and an outpouring of grief, explored his motherʼs death by looking for a representative photograph 
of her, he developed a theory of communication. He found that through a narrative reading of the 
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image he could explore ʻselfʼ as a construction, thus he discovered some truth about the past and 
therefore himself. 
 
In an act of defining and memorialising memory of the past I follow Christian Boltanski, an artist, 
who uses found photographs retrieved from flea markets in France. Through his manipulated 
images he creates memorials that define loss, grief, absence and memory in installations, 
communicating a reverence for universal experiences. In his work The Reserve of Dead Swiss 
Figure 2.5 Boltanski uses memories of the past which are understood in the present from 
continuously recreated events from the past, and references the large picture of history as he is 
also examining the small history of his gendered identity (Boltanski et al., 1997: 6-44).  
 
Figure 2.5 Christian Boltanski, 1990, Photographs, electric lamps, linen and wood, 2834 x 6240 x 270 mm 
The trace of what was once used is a potent reminder of the irretrievability of the past. The 
photograph is particularly powerful at doing this. The impetus for my image making was the 
discovery in 1998, a year after my motherʼs death, of the entire family photographic slide collection 
in the rubbish bin of my fatherʼs woodworking studio. It was a bruising moment as I recognised the 
white cardboard squares of the slide mount mixed with wood shavings and floor sweepings through 
the clear plastic bag. My father was the composer and generator of the images and over many 
years had found great enjoyment in photographing the family. In conversation (Jameson, 2004b), 
he declared he did not see any point in keeping these: his understanding being that no one in the 
family would be interested in old snapshots. His need to rid himself of possessions directly 
connects to the grief he felt over my motherʼs death which links to generational change that occurs 
in many families. Thus I took custodianship and have now become the archivist of these images.  
2.3 Memory and artefacts 
To help relocate myself in this foreign landscape, the family artefacts we brought with us became 
the anchors. Apart from letter writing and the Christmas phone call to home, I had been removed 
physically from all extended family, ostensibly for the rest of my life. The conversations I had 
around the dinner table often involved discussions about the United Kingdom relatives, my paternal 
ancestors and country. These were reinforced and internalised by reading, listening and looking at 
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books of poetry, novels and non-fiction, His Masterʼs Voice vinyl records, British Broadcasting 
Corporation radio, reproductions of paintings and the family photographs that had been brought 
with us. Reflected in my images is the influence of the poetic arcadia contained in the prints that we 
brought to Australia, in particular, the English red squirrel. It was a very important artefact that 
reflected my sense of belonging to a nature that was so different to the grey possums to be found 
in the bush around my Sydney house.  
Figure 2.6 and Figure 2.7 and  are representative of the prints found in my personal archive that, as 
the repository of memories, I have used to create photographs and reconstruct my gendered 
identity. Found in Dawsonʼs paintings were detailed and botanically correct, readily identifiable 
plants and animals also seen in Beatrix Potter and Ivy L Wallaceʼs books that I read as a child. All 
make similar representations that cement the English landscape with the English cultural myth 
promoted in the images: one of a bucolic pastoral landscape untouched by human endeavours. 
Stories of the home country told by reference to objects, furniture, artefacts and photograph albums 
gave ʻrealnessʼ to the making of a new reality. I need my stories and family collections of the past 
to make sense of the present. They organise the traces and fill in the gaps: they are never just 
memories (Lindquist, 2001: 4, Spence and Holland, 1991: 1). 
British writer, journalist and campaigner, Jeremy Seabrook, in his essay ʻMy life is in that boxʼ, 
looks at peopleʼs collections of photographs and listens to their personal memories about the 
images. He observes that there is a commonality shared by countless others that is to do with a 
wider social and shared common experience of events. Even though the people he interviewed 
offered up their personal treasures hesitantly, he felt that they were in fact part of a wider social 
recording of events that should be available to everybody (Seabrook, 1991: 178). What I might 
have considered too private or unimportant now becomes validated by this exploratory research, 
and Murdock notes that by passing on to the next generation the secrets that have not been voiced 
but must not be forgotten – our life story – we honour the struggles of peoples and thus our culture 
is preserved (Murdock, 2003: 115). 
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Figure 2.6 Muriel Helen Dawson, Rabbits, c1940, gravure print, 19 x 23 cm, Jameson archive 
 
 
 
 
Figure 2.7 Muriel Helen Dawson, Red squirrels breakfast c1930, gravure print, 43 x 53 cm  
Jameson archive until 1970 
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The use of family archives is central to the image making of the American artist Lorie Novak. In her 
installation Traces 1992 (1990-92) Figure 2.8, she has projected her family snapshots overlaid with 
images of public historical events including the Vietnam War and Woodstock. 
 
Figure 2.8 Lorie Novak, Traces 1990–92, slide/sound installation 
In search of a better understanding of what constitutes self, she has montaged the two areas of 
lived experience together. In suggesting the influence of the intersection of the public and private, 
there is an implied interchangeability, and the photograph is no longer the arbiter of one truth. What 
fuels her work and intrigues her is the choice of what was and what was not photographed in her 
family and how this affects her memories and sense of self (Novak, 1999: 14). She has continued 
in this genre to give others the opportunity to explore their narratives and to understand how family 
photographs shape our memories, at the interactive website Collected Visions (Novak).  
Thus the family archive evokes personal memories, but it is interesting to note how many of these 
are a common experience shaped by the public technology of the readily and widely available 
snapshot. The family album, which can be deconstructed and reconstituted, depends on shared 
understandings that belong to the wider ʻpublic narratives of community, religion, ethnicity and 
nation which make private self possibleʼ (Spence and Holland, 1991: 3). What seems to individuals 
a unique or private self is in fact part of a wider historical, political and economic social system.  
2.4 Memory cache  
Initial research in Australia examined family artefacts and photographs. I recorded conversations 
with my father about his ancestry, memories of immigration and resettlement that provided fertile 
primary data. Anecdotally, I spoke with my siblings of their memories and experiences from 2003 to 
2011. I accessed the internet for information about my ancestors. During three research trips 
2003/04, 2004/05 and 2010, a total of twenty-six weeks, I immersed myself in Scottish and English 
countryside and culture. I was searching for an essence of air, water, land, sound and touch to 
replicate in some small way the lives of my ancestors. To find a spiritual essence I visited the 
ancient standing stones of Lewis and Orkney Islands and churches in Aberdeen, Edinburgh and 
Kirkwall. I examined archives held in art galleries and libraries. I visited historic dwellings, 
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workplaces and gravesites of my forbears to gain contextual knowledge. I spoke with curators, 
writers and mapmakers to further my understandings. I had conversations with my English cousins 
on their memories of my familyʼs emigration, knowledge of family artefacts and forbears over the 
period of the project. As I immersed myself, I kept a photographic and written diary of experiences 
that became an atlas of findings. Building on psychoanalytical feminism and post-colonial theory 
regarding gender and the place accorded to women, I looked for discourses and practices that 
visual artists and writers of autobiography use to make sense of their world. This led to a re-
positioning and foregrounding of the ʻsupposedʼ absence of maternal artefacts that led to a 
revaluing and acknowledgement of my motherʼs contribution to my gender identity. These 
investigations were not linear, since artefacts were re-examined and stories re-interrogated as 
photographic work was constantly made and refined. Interpretive work analysed the nostalgia, 
grief, loss, memory, patriarchy, homeland, place and gender identity: a process that was cyclical as 
new work was created. 
I viewed the following: 
Oil paintings once family-owned by: 
George Jamesone (1588–1644) paternal 8th great-grandfather  
John Alexander and his wife Marjory Jamesone, 1630, oil on canvas, 73.6 x 100 
cm, Marjory was Jamesoneʼs daughter and my paternal 7th great-grandmother, 
Aberdeen Art Gallery, Kitty Brewster storage, Aberdeen (Jamesone, c1630) 
David Anderson architect and his wife Jean Guild, c1600 oil on canvas, 52.4 x 
63.2 cm, paternal 10th great-uncle, double portrait of Jamesoneʼs maternal uncle, 
David Anderson (Davy do aʼthing) with his wife Jean Guild, Aberdeen Art Gallery, 
Provost Skeneʼs House, Aberdeen (Jamesone, c1600) 
Other George Jamesone paintings sighted but not owned by the family 
Self-portrait with wife and child, c1635–40, oil on canvas, 80 x 66.6 cm, The Fyvie 
Trustees, Fyvie Castle, Aberdeenshire (Jamesone, 1635–40) 
Self-portrait holding a miniature, 1637, oil on canvas, 71 x 54.9 cm, Aberdeen Art 
Gallery (Jamesone, 1637b) 
George Jamesone by Himself, 1637–40, oil on canvas, 28.90 x 23.20 cm, Scottish 
National Portrait Gallery, Banff (Jamesone, 1637a) 
Self-portrait in a room hung with pictures, c1637, oil on canvas, 72.00 x 87.40 cm, 
Granton storage, National Gallery of Scotland, Edinburgh (Jamesone, c1637) 
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The Campbell of Glenorchy Family Tree, 1635, oil on canvas, 235.60 x 149.50 cm, 
Granton storage, National Gallery of Scotland, Edinburgh (Jamesone, 1635) 
Anne Erskine, Countess of Rothes (d.1640) and her Daughters, 1626, oil on 
canvas, 219.4 x 135.3 cm, Scottish National Portrait Gallery, Banff (Jamesone, 
1626) 
Oil paintings once family-owned by: 
John Alexander (1686–1766) great-grandson of George Jamesone and paternal 1st cousin 7 times 
removed 
Two Daughters of George Alexander, Advocate, c1740, oil on canvas, 76.7 x 92 
cm (the daughters are his nieces Margaret and Jane), Aberdeen Art Gallery, Kitty 
Brewster storage, Aberdeen (Alexander, c1740)  
Cosmo Alexander (1724–1772) John Alexanderʼs son and great-grandson of George Jamesone, 
paternal 2nd cousin 6 times removed 
Self-portrait, c1700s, oil on canvas, 76.3 x 64 cm, Aberdeen Art Gallery 
(Alexander, 1700s) 
Rev. William Wilson of Airlie, Perth, 1761, oil on canvas, 75.9 x 63.4 cm, paternal 
1st cousin 5 times removed, Aberdeen Art Gallery (Alexander, 1761) 
William Aikman (1682–1731) 
George Alexander, 1704, oil on canvas, oval: 75 x 64.6 cm, paternal 6th great-
grandfather, Aberdeen Art Gallery, Provost Skeneʼs House, Aberdeen (Aikman, 
1704)  
Watercolours in the family possession of Ian Jameson, United Kingdom: 
Alicia H Laird (dates not known) 
Alexander Keith Johnston, 1844, watercolour on paper, 63.5 x 58.5 cm (Laird, 
1844a) 
Mrs Alexander Keith Johnston, 1844, watercolour on paper, 63.5 x 58.5 cm (Laird, 
1844c) 
Isabella, Roberta, Marianne Alexa Johnston, 1844, watercolour on paper, 63.5 x 
58.5 cm (Laird, 1844b) 
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Etching in the family possession of Keith Jameson, United Kingdom: 
John Alexander (1686–1766), great-grandson of George Jamesone and paternal 1st cousin 7 times 
removed 
George Jamesone his wife Isabella Tosh and son, etching, 19.3 x 15.4 cm, copied 
from an oil painting by George Jamesone (Alexander, 1728) 
Geographic archives, once the property of Alexander Keith Johnston (1804–1871), paternal great-
great-grandfather, Geographer at Edinburgh in Ordinary to her Majesty Queen Victoria (McCarthy, 
2004: 28): 
Family archive Accession 5811, National Library of Scotland, 2003 (Johnston, 
1880) 
Maps, National Library of Scotland, Edinburgh and British Library, 2003, 2005 
(Johnston, 1843) 
Geological and physical globe showing the structure of earth currents, 1851, 
terrestrial globe 90.2 cm diameter, 170 x 80 cm, Royal Geographical Society, 2003 
(Johnston, 1851) 
Embroideries by Mary Aedie né Jamesone (1644–1684), paternal 8th great-aunt, George 
Jamesoneʼs daughter: 
The Finding of Moses, Jephthahʼs Daughter, Esther and Ahasuerus, Susanna and 
the Elders, worsted, silk and flax threads on finely woven linen, c1670s, variable 
233 x 223 cm, St Nicholas Kirk, Aberdeen, 2003 (Swain, 1986) 
Photographs: 
Photographic albums in family possession of Sarah Jameson, Australia  
Mary Frost (1894–1948), maternal grandmother (Frost and Frost, 1920s)  
Robert Frederick Manthorpe Frost (1890–1935), maternal grandfather, WWI diary 
and photographs (Frost, 1914–1918) 
Dorothy Helen Jameson né Pape (1882–1965), paternal grandmother (Jameson, 
1942) 
John Wilson Jameson (1877–1942), paternal grandfather (Jameson, 1908) 
Daphne Lorna Jameson (1919–1997), mother (Jameson, 1997)  
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Francis George Jameson (1915–), father (Jameson, 1943–1945) 
Books and prints from the family home library Warrandyte, Victoria, now dispersed between family 
members 
Conversations:  
Francis George Jameson (1915–2011), my father with whom I shared personal 
experiences and memories, recorded 2003 to 2008 in Warrandyte, Australia 
Tamara Kartzoff (1952–), childhood friend in Sydney, Australia, 2007 to 2011 in 
Coffs Harbour, Australia 
John Bartholomew (1923–2008) from the renowned cartographic family of John 
Bartholomew & Son Ltd, whose grandfather was a contemporary and rival 
mapmaker of Johnston, 2005 in Edinburgh, Scotland 
John Keith Jameson (1944–), paternal 1st cousin and wife Betty Jameson, 2003 to 
2010 in Woking, United Kingdom 
Ian Scott Jameson (1944–), paternal 1st cousin and wife Jan Jameson, 2003 to 
2010 in Woking, United Kingdom 
Penny von Holzing né Nunn (1950–), ʻlostʼ maternal second cousin, 2005 to 2010 
in Cotswalds, United Kingdom 
Jim McCarthy, Scottish author, 2005, who published the life of my ancestor, Keith 
Johnston (McCarthy, 2004) in Edinburgh, Scotland 
Mary Helen Esperti (1928–), 1st cousin 1 time removed, newly discovered 
maternal relative in the USA. Met in 2010 in United Kingdom and by email to 
United States of America 2004–2011 
John Robert Jameson (1945–), brother, who did genealogical research on my 
mother in 2005 to 2011 (Jameson, 2010) in Sydney, Melbourne, United Kingdom 
and by email 
Robin Hyett (1959–), sister, Sydney, Australia  
Fifteen relatives who travelled from the United States of America in a reunion in 
July 2010 in the United Kingdom  
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Gravesites: 
George Jamesone (1588–1644), paternal 8th great-grandfather, Greyfriars Kirk 
Edinburgh, no headstone, 2003 
Mary Aedie (1644–1684), paternal 8th great-aunt, St Nicholas Kirk Aberdeen, 2003 
Alexander Keith Johnston (1804–1871), paternal great-great-grandfather, Grange 
Cemetery Edinburgh, Scotland, 2005 
Sarah Ann Manthorpe né Frost (1844–1934), maternal great-great-grandmother, 
Cawston Church Cemetery Cawston, Norfolk, 2005  
Dorothy Helen Jameson (1882–1965), paternal grandmother, Brandon Cemetery, 
United Kingdom, 2003 
Jeannie Gray Jameson (1875–1961), paternal great-aunt, Brandon Cemetery, 
United Kingdom, 2003  
Rev. Alexander Robb (1824–1901), Phillip Island Cemetery Cowes, Phillip Island, 
Victoria, 2010 
Robert Frederick Manthorpe Frost (1890–1935), grandfather, St Markʼs Church, 
Highcliffe, Dorset, United Kingdom, 2010  
Work and residences of my ancestors: 
George Jamesone painting studios, Schoolhill Aberdeen, High St, Royal Mile, 
Edinburgh 
Geographical publishing houses of W & AK Johnston, Edinburgh: 1825: 6 Hill 
Square. 1826: 160 High Street. 1835: 107 George Street. 1837: 4 St Andrews 
Square. 1879–1921: Edina Works, Leith St, since converted to flats. 1854: March 
Hall House 
Friendship Public House (aka Ship Inn), Old Friendship Lane, Eastgate, Cawston, 
Norfolk, Sarah Ann Manthorpe né Frost (1844–1934), maternal great-great-
grandmother was the publican 1896–1912, a private residence c1967 
My residences: 
17 The Park, Carshalton, Surrey, United Kingdom where I lived with my family 
1952 to 1954 
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15 Ormonde Road, Roseville, Sydney, NSW where I lived on arrival in Australia 
1957 to 1970 
Schools: 
Roseville Primary School, Roseville, NSW where I attended school 1958 to 1963 
Wallington County Grammar School, Croydon Road, Wallington, Surrey, my father 
attended 1927 to 1932, School Captain 1932 
Family trees: 
Dorothy Helen Jameson (see attachment) 
George Jamesone (see attachment) 
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Chapter 3 
Tracing self  
3.1 Artefacts, archives, memory 
When artefacts, archives and memories are tools used to explore aspects of emigration from, and 
immigration to a country, and new work is made in response, insight is gained into the cultural 
aspects of diaspora. The impact of patriarchy, gender, history, place, memory, grief and loss is 
revealed. My subjective experience of the imagined country to which I belong is without borders, 
citizenship tests, or papers of identity. It is one of memory, seared into the auditory, olfactory, 
visionary, sensory synapses gathered through the first five-and-a-half years of childhood in 
England. Tempered by the experience of immigration to Australia, a layer was introduced, a lens 
like the wrong end of a pair of binoculars through which I viewed my allegiances to ʻKing and 
Countryʼ (Jameson, 2004a).  
Surrounding us in my Australian home were the furnishings and household goods peculiar to post- 
WWII English homes of this era: war-issue furniture, chinaware, linen, prints, garden and woodwork 
tools. These objects cocooned me in a bubble of English/Scottishness, grounded as I was in a 
foreign (yet according to the politics of the era), supposedly familiar environment. Life was 
overwritten by a similar but incredibly different cultural language. The homeland remained frozen in 
my diasporic imagination as a sort of ʻsacred site or symbol, almost like an idol of memory and 
imaginationʼ (Lemke, 2008: 127). This devotion to the experiences of the Surrey county landscape, 
coupled with the stories of my Scottish heritage referenced by my grandmother, aunt, uncle and 
parents before and after emigration, became part of my internal topography. This was the guiding 
beacon for my adult years and through the lens of the present, my photographs and exegesis will 
illuminate the ideas of gender identity, memory, migration and fracture. 
Very little writing exists that explores the invisibility of the British migrants who emigrated to 
Australia under the ʻten pound Pomʼ scheme. The writing that does exist: Hart (1957), Appleyard 
(1964), Jenkins (1969), Peters (1969), Betka (1988), Scott (2000) and Hill (2005) confirms my 
experiences, and this research project will address in part the gap in the literature. Immigration is a 
deeply felt experience, and dealing with the disjuncture of the before and after state of immigration 
is kept alive by the collective retelling of memories within the family unit. John Cannon, a British 
migrant in Australia, expresses his thoughts about his ambivalence concerning his Australian self 
through his love of England as the land of his heritage: 
I go back quite regularly and when I do … it gets into your soul. And the more I think 
about this, the more I realise what the Aborigines are talking about when they have a 
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connection with the land, because … the countryside, and London itself, fills me with 
joy and pleasure (Hammerton and Thomson, 2005: 8).  
Although Cannon has settled in Australia, his life story and the personal self that it defines reflect 
this less-comfortable assimilation. This relates to my experiences. As I have travelled with this 
project over eight years, I have become acquainted with what it means to belong to a homeland. As 
I conclude my narrative in Chapter 10, I am not ʻmore assimilatedʼ but have an awareness of my 
heritage in relation to my adopted country. I have a greater awareness of what it means to belong 
to land and place, and to be a migrant in an Aboriginal country (Greer, 2003: 14). 
3.2 In my fatherʼs house 
Brought with us to the New World were the stories and anecdotes of my ancestors. Through a 
process of osmosis I absorbed my fatherʼs fierce love and national pride of my Scottish heritage. 
Surrounded by artefacts ranging from his fatherʼs carpentry tools, war-issue furniture, inherited 
silverware and photo albums, the family set about creating new stories in a new country. My father 
also left behind in his childhood home objects of historical family importance, subsequently donated 
after his motherʼs death to the Art Gallery of Aberdeen, which I examined during my research trips. 
It is these artefacts and photographs which became the life writing or narrative of the before and 
after immigration, told by my parents, which grounded me in my new country and were referenced 
over the years to reinforce and build a family history. The collection of post-immigration black and 
white photographs taken by my father, annotated by my mother and sent home to relatives to show 
life in our new world, was also an important reference point which charted the progress and settling 
into a new country. The photo album, printed from glass plate negatives, that my paternal 
grandfather took of his walking tour of the Scottish highlands (Jameson, 1908) has, through this 
project, acquired status as a powerful talisman. I have confirmed and become a visual artist who 
uses photography as her medium. This album once accompanied a written diary but was separated 
on immigration, neither side of the family aware of the existence of the other. Due to the use of this 
artefact in my project, the image and text were reunited and the knowledge further used to explore 
my understanding of my Scottish heritage. 
Frequently referenced were my paternal grandmotherʼs photograph album and the family tree she 
had researched. These became a memory aid and, in particular, they recall for me the time-
darkened large paintings with heavy gold frames that hung on the walls in her Surrey house. This 
photograph in her album Figure 3.10 that I had not connected with the family paintings until viewing 
them at Kitty Brewster in 2003 led to the following diary entry: 
I sat intent and focused paused over a very particular image in my grandmotherʼs 
photo album. It showed the interior of the dining room in Wallington circa 1920 and at 
the centre of the image, the table was set for dinner. On the wall behind hung three 
paintings two of them readily identifiable as David Anderson and his wife Jean Guild 
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circa 1625 by George Jamesone and Self-portrait circa 1700 by Cosmo Alexander. A 
third painting was just visible only identifiable by its frame. I wondered where Marjorie 
and Johne (16th century spelling) had hung but I could not reach that far back in my 
memory. 
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Figure 3.9 John Wilson Jameson, There and back again, 1908 photograph album, 20 x 16 cm, paternal family archive  
 
 
Figure 3.10 Dorothy Helen Jameson, Dining room with family portraits, c1940s,  
photograph 9.5 x 12 cm, paternal family album 
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Figure 3.11 Alicia H Laird, Alexander Keith 
Johnston LL.B, 1844, watercolour on 
paper, gold moulded frame, 63.5 x 58.5 
cm, Jameson archive 
  
 
 
 
 
 
 
 
 
 
 
 
Figure 3.12 Anonymous, Dr A Keith 
Johnston and family, 1857, photograph, 8 
x 6 cm, album compiled by Grace 
Johnston, Map Library Scotland, copyright 
permission 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 3.13 Anonymous, Dr A Keith 
Johnston, 1857, photograph, 29 x 21 cm, 
album compiled by Grace Johnston, Map 
Library Scotland, copyright permission 
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Figure 3.11 shows Johnston as a successful mapmaker and geographer. I did not make a 
connection to this painting at my cousinʼs house until I viewed a partial black and white photograph 
of it in the archive at the National Library of Scotland (Johnston, 1880). Figure 3.12 and Figure 
3.13 from this archive are used to capture the pose and authority of Johnston and importance of 
the male lineage that I absorbed from anecdotal family stories. It is this that I contest in Exhibit 
3.18. 
Johnston brought innovations to the study of geography and pioneered the development of 
thematic atlases. He was credited with bringing the study of physical geography to the general 
populace of Britain, assisted by his close links with the Royal Geographic Society and the British 
Association for the Advancement of Science (McCarthy, 2004: 16). In 2005, I visited the two-storey 
Edina Works known as the noted geographical publishing house of W & AK Johnston from 1879 
until 1921. With a workforce of mapmakers, engravers, lithographers, publishing and book binding 
employees, atlases were for the first time reasonably priced for people to have in every house, and 
a textbook version was made available at an affordable cost to schools. This is my diary entry in 
2005 whilst pouring over Johnstonʼs original atlases at the National Library of Scotland, Edinburgh 
in the map department: 
I can feel the hand of my ancestor as I view the original copper engraving plate with its 
many revisions. Enthralling! I can feel the imprint of the etching plate in the soft 
watercolour paper. I get a sense of the excitement of ʻdiscoveriesʼ being added to the 
living maps in the copperplate upper case script ʻUnexploredʼ across the centre of the 
map of Australia, which brings into focus the colonial European idea that land was 
claimed around the world as unoccupied or ʻterra nulliusʼ. A conflict of emotions – my 
post-colonial understanding that land was taken under this false pretence. Without 
possession of it in a European sense, the nomadic Indigenous people of Australia were 
landless, and the country was open for the taking, mapping and dividing by the pen of 
Empire: colonial Britain. 
 
Figure 3.14 Alexander Keith Johnston, Australia Map 30 1843, etching on paper, quarto, National atlas of general and  
physical geography, Map Library Scotland, copyright permission 
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Figure 3.15 Johnston, Geological and physical globe  showing the structure of earth currents,1851, terrestrial globe 90.2 cm 
diameter, 170 x 80 cm, Royal Geographical Society 
 
 
 
Figure 3.16 AK Johnston, Geological and physical globe showing the structure of  earth currents,1851, detail showing 
Australia  
In December 2003 my cousins directed me to the Royal Geographical Society where Johnstonʼs 
Geological and Physical Globe Figure 3.15 and detail Figure 3.16 (Johnston, 1851), is now 
preserved and on display. It was one of the first of its kind to show both the geological and physical 
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features of the world for which he received a Gold Medal at the Great Exhibition at Crystal Palace 
in 1851. As tall as myself, the impressive spinning globe of ninety-odd centimetres hung 
suspended on magnificently carved legs of elm wood, depicting the four winds of the compass. In 
the examination of these artefacts, such as the Johnston globe, which has lasted over one hundred 
years, I observed the power and influence that gender and history endow and which I have 
explored and questioned in the self-portrait.  
As an artist who by birth is excluded from paternal heritage due to gender, I produce images that 
ʻpush up againstʼ this, and try on the cloak of maleness and privilege that the masculine in my 
family inherited. This embedded-ness can be found as recently as 1947 in my brotherʼs birth 
telegram, which describes him as the familyʼs ʻson and heirʼ Figure 3.17. 
 
Figure 3.17 Gwyn and Gil Jameson, John Robert Jamesonʼs birth telegram, 1947  16.5 x 22 cm, John Robert Jameson 
archive 
In Exhibit 3.18 I stand in the posture of my paternal great-great-grandfather Alexander Keith 
Johnston, recreated from the above artefacts. The question that I have posed and answered by 
trying on this persona is: what is the story I tell about my family artefacts and myself, how does the 
culture and milieu shape that telling and what might be revealed about gender, grief and loss in an 
artistʼs creative works (Conway, 1999: 88). The stories of my male ancestors couched in the 
language and narrative forms of heroism that I absorbed in my English/Scottish bubble in suburbia 
as the family stabilised from the dislocating effects of immigration, left me bereft of a language to 
celebrate the female and maternal side of my gendered identity. In this image, I question the single 
point of view represented by reality. I offer a multiple possibility of endings for the story of gender 
identity construction. Like the act of montage itself, I juxtapose perspectives and times against one 
another, seeking to generate a creative set of relations between them. This work of one individual 
female artist plays with the inner script by which culture attempts to have us live my life. The viewer 
can follow this attempt to try on or to get inside the experience of another and join with the artist as 
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the ʻlost suspension of disbelief disappearsʼ (Conway, 1999: 6). A confirmation or transformation 
happens by viewing my experience from a different perspective.  
 
Exhibit 3.18 Crimson thread, 2008, type C photograph, 101 x 77 cm, edition 1/5 
Exhibit 3.18 examines different oppressive hierarchies organised around gender and race, at 
whose normative centre remains the figure of the white, Western, middle class, heterosexual male. 
Explored is evidence of gender identity constructed by patriarchy and how ancestors might 
continue to construct me now. In this pose I surreptitiously undermine the positive Western male, 
self-promoted above all other differences, and re-examine and reclaim, through the lens of a post-
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colonial reading, a different understanding of gendered identity for others of difference and myself. 
This is not so much an image influenced by the cultural photo-posed dress ups of Cindy Sherman 
but rather the values and systems undermined in the writings of Said and Bhabha.  
The title of Exhibit 3.18 refers to the ties that my paternal ancestors had with Australia long before 
my familyʼs arrival and it is ironic that this was unknown to my family until I undertook this research. 
Reading the first-edition book found in the family library which recounts the life and labours of Rev. 
William Jameson (1824–1901), a missionary in Jamaica, by his son-in-law Rev. Alexander Robb 
(Robb, 1861), I discovered that Robb immigrated to Australia in 1889 . His gravesite in the Phillip 
Island Cemetery, Cowes was found by my brother in 2009 (Jameson, 2010). ʻCrimson threadʼ also 
refers to the linkage with Australia, a term used by the Australian politician, Sir Henry Parkes, in the 
1890 address to the Federation Conference in Melbourne: ʻthe crimson thread of kinship runs 
through us allʼ (Irving, 1999: 20). This refers to the bond of the two nations, England and Australia, 
a nation made white by the ʻcrimson threadʼ of British blood ties that were maintained through 
immigration policies targeting settlers from the home country (Haebich, 2008: 67). 
My re-enacted pose is one of authority and reserved Victorianism: class privilege and power, an 
adventurer who mapped the world as white explorers ʻdiscoveredʼ it. Johnston wears the formal 
day attire of a gentleman of the era with brocade waistcoat, tails, silk cravat and top hat. My 
motherʼs embroidered lace-edged handkerchief that I made as a teenager and my fatherʼs briar 
walking stick in his right hand is a metaphor for the male and female side of his nature and to 
represent my heritage. His pose and gaze, imbued with God-given rights and masculine authority, 
are level and directly address the camera. His other hand cradles a brass telescope since 
Johnstonʼs interests included mapping the heavens: an observation he made of Mars on the wall 
behind. The telescope is a metaphor for the phallic virility of exploration and scientific discovery 
that is often associated with the male gender but left unacknowledged in the female. His maps on 
the wall have been inverted: the description of Mars as homage to Leonardo da Vinci and scientific 
discovery, which could be considered as a false translation, as my subtle form of resistance.  
The use of the map Australia is a metaphor for the manner and curiosity in which the continent is 
observed as the exotic other. This fascination in the West was inspired long before Cookʼs 
explorations by ideas of a great southern land that was other worldly, and fantastic. After his 
discoveries, the maps and newly available printed format of his journals detailing these were 
bestsellers on his return to London in the late 1700s. This reading fuelled and satisfied the colonial 
fantasy of being in two places at once. It is also a metaphor for Western people to who post-
colonialism amounts to nothing less than a world turned upside-down. The act of renaming 
geographical features in a landscape also constituted an act of power and appropriation, a 
necessary adjunct of military conquest, colonisation and trade, an act of empire (McCarthy, 2004: 
16).  
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A crimson thread marked by ʻXʼ on the map marks my arrival in Sydney in 1957. The woollen 
thread spun by my mother links the maternal and paternal sides of the family. This relocates her 
and thus me into the frame of the mechanisms of patriarchy. This connection of touch by the 
emanation from the referent, was poetically likened to the energy from the ʻdelayed rays of a starʼ 
(Barthes, 2000). The linkage between the photographed object/person and the viewer is like a skin 
which links with anyone photographed (Barthes, 2000: 81, Bell, 2002: 21, Hirsch, 1997: 5). Around 
the construction of gender identity a new story is spun and the thread, a metaphor for a stretched 
umbilical chord, sutures my mother into the frame. 
I translate myself into the dominant culture by means of mimicry, which undoes the original, and 
mocks and undermines the ongoing pretensions of colonialism and empire. I am now the female 
resisting male hegemony that Bhabha in post-colonial theory names as ʻsly civilityʼ (Young, 2003: 
141): one of appearing civil but acting otherwise when backs are turned, a different kind of 
resistance. Contrary to Said whose argument minimises spaces of resistance by producing a 
picture of the West as brutally subjugating the East, Bhabha offers a space of resistance that he 
names as hybridity, from which emerges a third space, mimicry, difference and ambivalence, 
carried out as everyday resistance. Colonial power relations marked by anxiety on the part of the 
coloniser give space to the colonised to resist colonial rule. This anxiety arises because they know 
that the stereotype may not be true and they are more similar to the colonised than they are 
different. Mimicry further adds to this anxiety, as the subaltern tends to mimic the colonisers, 
proving that they can achieve and do what the rulers do. I make use of Bhabhaʼs space of 
resistance, offered by duality and ambivalence through identification with and disavowal of both the 
Eurocentric white male and the ʻotherʼ of woman coupled with the colonial fantasy of being in two 
places at once. As a feminist, I find and offer the viewer a third space to exist, which allows for 
agency between the oppressed and the oppressor, between male and female, between binary 
opposites.  
This idea of revisiting a past and provisioning a new voice to reflect the different experiences of 
people under colonialism are to be found in the images of the Australian Indigenous photographer 
Leah King-Smithʼs photographic essays Patterns of Connection (1992) and Beyond Capture 
(2004). In examining the photographic archives, held by the State Library of Victoria, it is clear that 
she has explored issues of self and reconciliation within society, thus giving a new voice to those 
chosen images of Indigenous Aboriginal people. Through their groupings and gaze at the camera, 
through a post-colonial reading of history and by remaking their lives, she has opened an 
opportunity to reflect and present a different reading of her life and thus the lives of others. 
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Chapter 4 
Tracing self and mother 
4.1 Mislaid but not lost 
My mother, Daphne Lorna Frost, married my father at age twenty-four. She was an only child, and 
at the time of her betrothal, lived in nursing quarters at the Kent and Sussex Hospital, Kent. This 
investigation of maternal artefacts has allowed me to re-discover my mother and a female heritage, 
the meaning of which contributes to the mother/daughter bond, which in turn affects the 
construction of a contemporary feminine self-identity. When my mother died in 1997 she left a 
small number of artefacts: her motherʼs photograph album, fatherʼs WWI diary, photographs and a 
handful of his belongings. There was also a substantial collection of her woven and spun fabrics 
and fibres: woven reeds made into baskets and hats, woven thread made into clothing and bags, 
knitted garments made from her spun wool, and her loom and spinning wheel. Valued only for their 
sentimental value, they were divided between family here and overseas, friends and the Hand 
Weavers and Spinners Guild of Melbourne. Serendipitously, a large bag of her weaving that the 
family had donated to the guild returned to me in March 2000, in ironic circumstances. I was made 
aware for the first time of my motherʼs weaving as an inheritance and heirloom and Exhibit 4.19 is 
that response. 
 
Exhibit 4.19 Weaving threads, 2010, type C photograph, 46 x 39 cm edition 1/5 
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Due to the intense cultural displacement of immigration, exploring family and ancestral artefacts 
and photo albums has enabled a re-evaluation of my past that offers a framework for a 
contemporary sense of gender identity for the ʻnowʼ. This has allowed me to re-assemble and 
reconnect myself, to make constant my gender identity across the tremendous geographical and 
cultural distances of two countries. My mother revealed little of her narrative, and over the years 
implied that hers was not as important as my fatherʼs, which meant that on her death it became 
painfully clear that little was known of her family, relatives or ancestors. I realised the importance of 
the absence of maternal stories upon receiving a substantial inheritance from Arline Marjorie Leak 
(1916–2002) in 2003, a first cousin of my motherʼs, whom none of my family knew. I began to 
explore the absence of artefacts and stories on my motherʼs side, a search to reclaim, honour and 
understand that which was misplaced but not lost amongst the plethora of knowledge about my 
paternal ancestors. 
Unlike American artist Lorie Novak and British author and academic Valerie Walkerdine, I am not 
trying to remove myself from the family frame by cutting it up, but trying like Hirsch (1997: 214) to 
be tightly bound by it, to find meaning by tracing ancestry, which is one way of defining myself 
across an entire life story. In interrogating my archives I have examined them for meanings and 
signs of my existence, mortality and gendered identity and discover that I am sutured into the 
photographic images and texts by the familial ʻlookʼ (Hirsch, 1997: 83). This suggests that these 
private collections have social as well as personal meaning. They are signifiers of loss, death and 
memory and go beyond a mere family snapshot.  
4.2 Walking the bridge 
My research prompted the reappraisal of my motherʼs self-portrait Figure 4.20. She had referenced 
this photograph but I did not ʻhearʼ its significance as a maternal artefact and its effect on my 
identity as an artist until I put it with Exhibit 4.21. My mother was particularly proud of having used 
her fatherʼs camera and by rewinding the film and positioning herself and friend in front of a mirror it 
presents a double image. After reflecting on these two images, I came to understand that my 
mother did indeed feed my creative soul and this project would uncover her contribution. My 
interest in low technology photography, and in particular the production of images using the pin 
hole method, led me to carry on my research trips a collapsible wooden pin hole camera. I enjoyed 
the unpredictability and lack of control I exercised over this method, and by making images of 
myself in the landscape I captured the feelings I had of uncertainty as I searched for a link to my 
heritage.  
Exhibit 4.21 was taken during winter snow on the wild north east coast of Scotland and created 
from an 8 cm square paper negative which was then developed in the broom closet of a rented 
studio. It represents the idea of gender identity as an avatar, of a self in process, in transit or 
motion in relation to other undiscovered selves. Identity lost or mislaid through the act of migration, 
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loss and grief revisited in the dense blackness as I float half-formed, armless and disembodied in 
the lower quarter of the image. 
 
 
Figure 4.20 Daphne Lorna 
Frost, self-portrait, 1936, silver 
gelatin photograph, 8.5 x 6 
cm, Jameson archive 
 
 
 
Exhibit 4.21 Flux, 2005, type C 
photograph, 46 x 39 cm, 
edition 1/5 
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Uncertainty is evident in the double image and hovering quality of my face and upper body and I 
am intensely aware of the inchoate and unstable nature of gender identity. This is the captured 
response to my surroundings and rediscovered cultural environment, hesitant and embryonic. 
During my investigation, Novak became a significant reference as an artist working in the area of 
gendered identity and memory. Her work Identities 1998 Figure 4.22, part of the series Interior 
1982–1998 (Novak, 1998), is a slide projection of a series of crumpled portraits which shows 
different ages of the same person with an older superimposed portrait looking at her former selves. 
There is no one single autonomous self which is clear; it could be in any of the representations 
before us and her work helps me to understand the approach I have taken, where there is no single 
representation of myself, just a floating series of avatars.  
 
Figure 4.22 Lorie Novak, Identities, 1998, slide projection 
Australian author Drusilla Modjeska sets out to collect evidence of her motherʼs life in the biography 
Poppy (1990) to piece together all she did and didnʼt know of her. Answered for Modjeska were the 
questions that she as the daughter had been asking before she could make peace with her own 
past. In writing about my mother, it is not to devalue her but to put her back together, into my life, 
and on into the future in the only way I know how. This is through my memory of her and her 
artefacts that I inherited. The relationship I had with my mother was complex and I feel the need to 
ʻbring her alive in the most honest wayʼ (Murdock, 2003: 20). My motherʼs promotion and deference 
to my father and my over-identification and listening to my fatherʼs stories, devalued her 
contribution to my growing selfhood. I have considered the unacknowledged influences my mother 
had on my gender identity and through this project will understand the complex and unexplored 
relationship my father and I experienced. My over attachment to my father resulted in a ʻwound to 
my feminine natureʼ by rejection of my mother and thus myself (Murdock, 1990: 113). 
British photographer Claire Grey (1991: 111) states the reason for doing her photographic detective 
work was to reveal and revalue the maternal side of her family. Like the relationship with my 
mother, her mother could not see herself in her, and felt that she got her positive attributes and 
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skills from her father. Found in the American poet and feminist Adrienne Rich is the reason I have 
to work at solidarity with my mother when she writes:  
A motherʼs victimisation does not merely humiliate her; it mutilates the daughter who 
watches her for clues as to what it means to be a woman. Like the traditional foot-
bound Chinese woman, she passes on her own affliction. The motherʼs self-hatred and 
low expectations are the binding rags for the psyche of the daughter (Martin, 1991: 
209). 
Without solidarity and insight, if I never learn my motherʼs memories and her inner life and stories, I 
lose a sense of my gender identity and am helpless to make the future for myself, daughters, 
nieces and other females.  
The practice of Martin and Spence who, in 1983 began to explore the mother/daughter dyad in a 
process that they named phototherapy, is central to my investigation (Martin, 1991: 209). Their 
work explored the relationship between photography, identities, and unconscious processes using 
memories of their mothers. In revaluing the maternal side of the family, I discover that solidarity 
with my mother is necessary. This lack of insight is a complaint I hear from my generation who 
came to adulthood through the second wave of 1970s feminist consciousness-raising. I observe 
that women of my motherʼs generation did not tell or write their stories due to lack of time or the 
permission to examine their lives; women conventionally within society were silent. I lament the 
lack of stories around my mother, as does Murdock (2003: 32).  
The use of my motherʼs artefacts for this project stirs memory and the knowledge that at some 
visceral level I admired her, but because she constantly deferred to my fatherʼs superiority, I had 
little sense of the beauty and joy of being born a woman. Shrouded in a sense of duty, service and 
self-sacrifice to family was her competence, authority and agency. I cultivated an image of her as 
the enemy of my ability to have agency as a female as I established a sense of personal identity 
and autonomy. I drove myself from my mother to the love of my father. This subsequent and 
defensive identification with him served as an unacknowledged support for oppressive gender 
relations. (Chodorow, 1989: 69). In reaction to patriarchy, I behaved in as masculine a way as was 
allowed by the prevailing culture (Chodorow, 1989: 71). This idea of resistance is echoed in Greyʼs 
work which offers up the same sentiments of being an outsider, unable to fit male definitions of 
femininity (Grey, 1991: 106-107). I did not rate womenʼs experience, attitudes or advice but looked 
to men for the answers, even though these did not fit easily with me. 
Exhibit 4.24 is a selection of my motherʼs books that I have set in my paternal grandmotherʼs 
expanding bookshelf. I have chosen prose, poetry, and spiritual texts. She often had a bookmark of 
some description: tasselled images of harvest mice, Celtic crosses or simply pressed leaves or 
flowers which held her place of reading. She could recite by heart the poems of Wordsworth, 
Brooke, Shelley and Mansfield. I now find these books in the house library, mostly acquired for 
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birthdays as the flyleaves indicate, and often in the year of their re-publication, a reinvigoration of 
English poets during the war. As I gather this selection of my motherʼs books, I begin to realise how 
much my mother and I shared: a love of the esoteric and spiritual expressed through the beauty of 
nature, words and imagination. I begin to reclaim the lost territory of female gender identity and a 
cognitive shift takes place in my reason. 
Beginning from the left of Exhibit 4.24 is the green-backed copy A Book of Poetry that contains the 
English poet Rupert Brooke. My mother would recite the following excerpt from the poem that 
triggers for me nostalgia about place and belonging:  
If I should die, think only this of me: 
That thereʼs some corner of a foreign field 
That is for ever England.  
Figure 4.23 The soldier 1914 
(Brooke, 1932) 
Through the books, poetry, music and the spaces I occupied as a child, this ode acts as a 
mnemonic device and describes my motherʼs great attachment to the English countryside and the 
nostalgia it promoted and kept alive for us both.  
 
Exhibit 4.24 Deep listening, 2010, type C photograph, 17 x 38 cm, edition 1/5 
The Collected Poems by John Masefield contains one of her oft-recited poems, Sea Fever. 
Sometimes as she went about the dayʼs work in the house she would quote ʻI must go down to the 
sea againʼ (Masefield, 1930: 27-28). The Common Prayer, Hymns A & M with the tassel bookmark 
represents the great comfort she took in Psalm 23 ʻYea, though I walk through the valley of the 
shadow of deathʼ (England, unknown: 238). Next to this is one of my motherʼs favourite poets, 
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Omar Khayyám, published in a small, cloth-covered and now faded red book, which she gave me 
shortly before her death. I have chosen a poem she loved to recite: 
Here with a Loaf of 
Bread beneath the 
Bough, 
A Flask of Wine, a Book of 
Verse – and Thou 
Beside me singing in the 
Wilderness – 
And Wilderness is Paradise 
enow. 
Figure 4.25 XI Here with a loaf of 
bread (Khayyám, 1859: 23) 
 
  
Inscribed in her hand on the flyleaf is: 
Daphne. L. Frost. 
August. 1935. 
Given to her by an uncle on her fatherʼs death, I subsequently find her fatherʼs leather-bound copy 
in my motherʼs belongings. The poemʼs sentiments sum up for me my motherʼs inevitable and 
indubitable love for my father and her lack of choice in emigration. If she had refused to go there 
was the improbability within her cultural milieu in the post-WWII era of raising children alone by 
choice not misfortune. She was willing to abandon the social and cultural traditions of her lived 
experience to follow my father to a ʻyoungʼ country that still maintained a pioneering masculine 
ethos.  
The significance of including the poet Shelley lies in the bookʼs signature and date on the flyleaf. 
My mother has signed it on the occasion of her birthday, 29 August 1942, when she turned 23. I 
imagine it as an important present during the war. The book of Wordsworthʼs poems includes one 
of her favourites and now mine, The Daffodils, which she could recite by heart (Williams, 1954: 35). 
Next to Wordsworth is the wood-covered Holy Bible that as children we took to church every 
Sunday whilst my father slept on in bed, ʻsaying his prayersʼ. With its Arabic inscription on the 
flyleaf, it held great fascination for my mother that spoke to her of poetry and the Far East. The next 
two books represent her love of contemplation, poetry and the silence of prayer. The second-last 
right hand book by Thomas Hardy belonged to my adored paternal grandmother, Dorothy Helen 
Jameson. We share our middle name and the book is included because it is signed by her the year 
my mother was born in 1919. It brings the paternal side of my family together with the maternal in a 
sly intervention into family history. 
The bookend on the right, Daily Telegraph Second Miscellany (Firth, 1941), contains my motherʼs 
signature:  
D. L. Frost. 
Christmas ’42. 
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In faint pencil under that are the Latin words Ducunt volentem fata, nolentem trahunt which 
translates as ʻThe Fates lead him who will, him who wonʼt, they dragʼ (Seneca, 63AD). I should not 
be surprised to find evidence of my motherʼs philosophy on life; however, I am thrilled and humbled 
to find this remnant in her handwriting, the book published during the war in November 1941. This 
publication speaks of the need to escape the trials of life, to seek refreshment and renewal in 
books when access to the open fields or woods was not available. It epito mises for me my 
motherʼs love of nature and literature and I can acknowledge this bond through this project.  
Rediscovering my mother and her artefacts revealed to me the parallels with the work I create and 
the influence of maternal artefacts on the construction of a contemporary feminine identity. My 
motherʼs heightened sensibility of smell and touch gave her an appreciation of textures and 
aromas. Some of this sensibility is to be found in her love of nature and the reference she often 
made to brambles, blackberries, moss, holly, oak leaves, acorns, primroses, hyacinth, willow and 
hazel, which came from her awareness and love of walking the outdoors. Her custom of pressing 
small finds of leaf, petal, flower or grass that she found evocative, into the leaves of various books, 
sometimes using them as bookmarks, is something I come across as I go through the house 
library. It is reflected in my pressing of wild flowers discussed in Exhibit 6.38 and is echoed in my 
fascination with the hair bracelet worn by Marjorie (Exhibit 8.52).  
This linkage is found in Exhibit 4.26 where the intense cropping and foregrounding of the object 
pushes into the viewerʼs space with the visceral fleshy skin-like base and the brush bristles erect 
and stiff, entwined and entangled with threads of hair. Forever reminded of the home country, the 
letters ʻLondonʼ in soft focus with shallow depth of field leaves no avenue of escape as the viewer 
is confronted by the strength of the mother daughter bond. It is consuming, binding and entwining 
as the threads of hair connect my motherʼs artefacts found in the domestic sphere with my own 
domestic items. Her consideration that the hairbrush made by Mason & Pearson of London was the 
ʻRolls Royceʼ of hairbrushes was every womanʼs entitlement and privilege and connected to the 
pleasure and sensuousness of touch, sutures me into, and reveals the significance of maternal 
artefacts on the construction of my gender identity. I return to explore my mother again in Chapter 
9, where I bring my maternal heritage into conversation with the masculine, to reconcile the 
juncture in my understanding of my feminine gender identity. 
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Exhibit 4.26 Sutures of femininity, 2010, type C photograph, edition 1/5, 30 x 40 cm 
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Chapter 5 
Memory or unreliable truth 
5.1 Childhood: jigsaw of memory 
Memory of my childhood and the artefacts from this time are like the pieces of a jigsaw. Involuntary 
emigration to a new country and culture as a child meant my cultural and gender identity is etched 
like a faultline, created by the experience of before and after immigration. The images discussed in 
this chapter explore the impact of the cultural aspects of diaspora on my work and reveal the 
influences of memory, grief, loss, place and history. In referencing the geography of my birth, I 
have called upon memory and artefacts to align where I once was with where I am now. I tease out 
what it means to have a need to find an attachment to places of origin in my altered modern world. 
I can hope to know where I am only by referring to where I am not. It is ʻa process of orientation, a 
kind of cultural trigonometryʼ (Gibson, 1992: 193). As an immigrant, my memory of the landscape of 
my childhood and homeland has left an indelible imprint that is as layered and fractured as the 
geography from which it was formed. The artworks I have made in response to this use the 
inherited nature myths and memories of the greenwood with which I grew up.  
My perception of the landscape or homeland is the work of the mind and memory, layered like the 
strata in rocks (Schama, 1995: 7). These myths, histories and stories that surround my primal 
yearnings and memories are the powerful attachments I have to the contours of my birth land and 
are mapped in my artworks. English society perceives itself to be autochthonous. It appears to 
have grown out of the soil rather than to have planted itself there (Gibson, 1992: 65). The culture of 
my birth appears to cover the whole countryside, and is written into history, whether through the 
paintings of Constable or the poetry of Wordsworth. In contrast, areas of my adopted landscape 
and culture appear intractable to the white Australian eye or mythologised in heroic feats of 
masculine endurance. As I examine the politics of representation, my narrated voice allows me to 
understand the multiple forms of cultural and gendered identity that I find myself existing within, 
through my experiences as a child in Carshalton and Sydney. I give allegiance to two countries. As 
an immigrant, I have a ʻplurality of vision which gives rise to an awareness of simultaneous 
dimensionsʼ (2008: 9). The memories of my homeland that I hold tightly to became the cornerstone 
for my identity as I settled into my new country. They are kept alive and enhanced by the myths 
and stories that we told as a family about the landscape of my birth. 
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Exhibit 5.27 Mapped: the green patchwork of memory, 2011, inkjet on paper, darning wool, wooden map case, brass 
hinges 35 x 40 x 8 cm, edition 1/1 
 
 
Exhibit 5.28 Mapped: the green patchwork of memory (detail) 
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Exhibit 5.27 and detail Exhibit 5.28 articulate my early memories of being a child in England, totally 
encapsulated by a world of viridian green velvet. My childhood memory and longing for the 
homescape of my birth is for an Eden of wonder, shelter and healing. It encompasses Carshalton 
Park, the Frying Pan, the surrounding woodland, suburban garden and pebble-dashed two-storey 
house in a cul-de-sac. In actuality, the landscape was woodland modified by human culture as 
portrayed in Figure 2.6 and Figure 2.7 and this healing ʻwildernessʼ was as much a product of my 
craving and framing as any other imagined garden (Schama, 1995: 7). I gaze out across the 
landscape as a five-year-old with confidence and trust. The image ties me to the landscape of my 
past, the patchwork effect of the squares a reference to my motherʼs darning, mending and sewing. 
Stitched together, it binds me into her work, and is a reminder of my collective strength that I am 
only now beginning to acknowledge.  
A strong memory of the space named The Frying Pan is of tobogganing down the slopes of this 
depression with my father. Not only do I have it etched in green technicolour, but also in a muted 
white, a shrouded and mist-laden snowy vista as captured in Exhibit 5.29. Nestled within Exhibit 
5.27 are the animals that I encountered: garden hedgehog, woodland badger and red squirrel. 
These are entangled in my memory with the poetry, adventures read as bedtime stories, and the 
framed prints on the living room walls. My fractured gender identity is reflected in the cut and 
stitched artwork which shows the clearly visible faultlines, re-stitched using my motherʼs darning 
wool, that brings her back into the frame. Narratives of home, childhood memory, landscape and 
nostalgia are bound into one. The undulating and flexible grid replicates the folds of a map, like 
memory itself, housed in a referencing frame or case, and is a deliberate act to archive memories 
in a lucid way. These very important remnants of memory guide me through the journey of 
addressing the construction of gender identity and the making of artefacts. 
Interviews with British migrants to Australia discovered that the longing or homesickness for 
pastoral England seems to be an overseas manifestation because of the location of a national 
identity within rural England. After the Industrial Revolution, the English countryside was 
considered a paradise by ʻworking-class emigrants, who carried this longing in their cultural 
baggageʼ (Hammerton and Thomson, 2005: 287). Margaret Scott, who emigrated as an adult in 
1959 expresses in short stories and poems her memories of the dislocation experienced when 
changing countries. Her childhood account of sighting a badger and the disbelief she encountered 
has made me aware of how uncommon it was to come upon these shy, nocturnal animals (Scott, 
2000: 9). My memories of seeing the badger and red squirrel in the copse might be all that is left 
since the introduction of the common grey squirrel from the United States of America. This 
nostalgia for my homeland, captured in Exhibit 5.27, recognises the differences and the manner in 
which I strained to comprehend the alien Australian landscape through a northern hemisphere 
sensibility, and begins to address the origin of my multiple forms of gendered identity. 
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Exhibit 5.29 Sarah Jameson, Surrey winter, 2005, type C photograph, 30 x 40 cm, edition 1/5 
During research in the United Kingdom I gazed out upon the landscape, whether from a speeding 
train or by foot. It had a deep resonance that I could only describe as nostalgia, affirmation, 
recognition and a deep love. Schama called this physical revisiting of the homeland ʻarchive of the 
feetʼ, a saying he attributes to one of his best-loved teachers (Schama, 1995: 24).  
Exhibit 5.29 is a photograph of the pastel on paper drawing I made during research in January 
2005. It describes the snow-covered landscape and conveys the incredible longing for and promise 
of spring that the sombre, barren, raked and tilled earth, raw and frozen in furrows, elicits. Silent, 
dripping trees, spiky and silhouetted against the leaden snowy sky, lend an ethereal beauty to the 
fat flurry of snowflakes, which brings the view into stark relief. The atmosphere is all-pervasive; 
thick, ghostly, obscured by mist and silent; in the remnants of winter the promise of a spring which 
will bring during summer, birds, butterflies, bluebells, primroses and small woodland creatures like 
the mole or hedgehog into the copse of trees which form small islands of refuge. The red squirrel is 
a symbol of all that I held dear and familiar and so I imagine it in the copse, snug in its tree nest, 
the black rooks at some stage flying over as an early portent of approaching spring.  
The reading of childhood stories like Wind in the Willows (Grahame et al., 1951),The Tale of Peter 
Rabbit (1982), Pooh Bear and Christopher Robin (Milne and Shepard, 1926), Pookie (1946) and Mr 
Badger to the Rescue (Macgregor and Perring, 1955) fostered a deep love of the homeland which 
extolled the virtues and vagaries of the woodland creatures. These made the copses more alive 
than they actually were, the metaphor more real than reality. However, along with Pookie, Peter 
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Rabbit and Jemimah Puddleduck, they were part of my family folklore and we owned them as if 
they had been real. 
 
Exhibit 5.30 Mr Badger to the rescue, 2009, type C photograph, 38 x 46 cm, edition 1/5 
 
 
Exhibit 5.31 Peter Rabbit, 2009, type C photograph, 30 x 40 cm, edition 1/5 
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Exhibit 5.32 Pookie, 2009, type C photograph, 32 x 40 cm, edition 1/5 
This realness was a familial ownership that my mother and father brought into the nursery with 
bedtime stories expressed in Exhibit 5.30, Exhibit 5.31 and Exhibit 5.32. These artefacts and 
memories that I brought to Australia reveal in their re-presented state the impact of the cultural 
aspect of diaspora on my work. This attachment had a ʻpeculiar way of muddling categories, of 
making metaphors more real than their referents; of becoming, in fact, part of the sceneryʼ 
(Schama, 1995: 61). When these stories are transported to an alien culture and environment, they 
talk of multiple subjectivities and a familial ownership of the English countryside.  
Belonging to a culture or nature that is different to oneʼs homeland and exploring self and ancestry 
have been referenced in the installations of Indigenous Australian artist Julie Gough. Engagement 
with a particular place and/or myth is central to her work. She straddles two contradictory cultures 
and spaces and this figures strongly in her image making. Locus at the 2006 Sydney Biennale 
Zones of Contact, incorporated two areas of her lived experience: Luna Park in St Kilda where 
Gough spent her childhood and the ʻTasmanian homeland where her ancestors walked, amid tea-
tree, she-oak and brilliant night stars. Two lives, memories and ancestral activities come togetherʼ 
(Ryan, 2006: 120). Working back from the objects to her ʻplaceʼ, she reconnects them to her land to 
make sense of her story of self. This search for a place and identity was overwhelmingly present in 
this installation at the wharf exhibition space overhanging the water. Another dimension of restless 
timelessness was added as the harbour water lapped underneath. The thin whippy forest of tea-
tree saplings soared to the height of the double-storey warehouse and the furry greenery beckoned 
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from the tops. Partially hidden within the centre was a structure reminiscent of a waterfall or big 
dipper, and riding on this wave was an ethereal white-bleached cuttlefish canoe. I felt as if I were 
surfing through the landscape on a journey. 
Significant to this project is the Australian/Polish photographer Chris Barry who critically engages 
with ideas of place, myth, memory, loss and cultural dislocation. In the series Untitled, 1986, Figure 
5.33 (Ennis, 1988: 32) she explores ideas of loss of homeland, cultural heritage and the ethnic 
dilemma.  
 
Figure 5.33 Chris Barry, Untitled 1986, direct positive colour photograph, 51.1 x 50.7 cm 
Her work is not a sentimental celebration of local landscape but a brutal engagement and re-
enactment of the landscapeʼs history and the pain, fragmentation and enclosure; specifically, what 
it means to be a second-generation migrant in Australia, a daughter of exiles. I worry and tease 
apart the threads and ligatures that form my memories and in doing so dig beneath the surface to 
reveal my gendered identity and the influences of emigration and relocation. The melancholy, 
nostalgia and longing for a paradise lost in my work, and the myth that it engages with, need to be 
measured for as Schama (1995: 134) asks, how much cultural myth is good for us and how can we 
measure the dosage without becoming blinded by its poetic power? Barry deals with a nostalgic 
longing for a lost homeland and the ruptured extended family; the duality of existence means no 
real or essential self is ever realised, but an ongoing series of selves, forever changing.  
5.2 Memory in transit  
A personal predicament of ʻunbelongingʼ arises when individuals and groups are uprooted from 
their formative attachment and loyalties (Ferguson et al., 1990, 2008: 8). A migrantʼs sense of self 
is profoundly disoriented by their new surroundings, and the familiar signposts of the natural world 
are missing (Hammerton and Thomson, 2005: 133). Exhibit 5.34 is the distillation of memory and 
homeland where the familiar is replaced with the experience of a new and disorientating 
experience of ʻhomeʼ. The mirror image is an attempt to maintain sameness at the moment of 
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disruption and transit, a reflection of the early days of my arrival in Sydney. The museum-style map 
case is a cultural cargo hold and carrier, the warm-coloured wood reminiscent of the worn and dark 
antique furniture in my grandmotherʼs house, in particular her writing desk which so fascinated me 
with its roll top, secret compartments, openings and green leather writing pad from which she 
penned her many letters to me in Sydney. The map is sliced and then zigzag-stitched with gold 
metallic thread that sutures the pieces together and imitates the folds of a topographical map. The 
tail ends of threads left hanging symbolise the unfinished business of settling as migrants, the 
loose threads of a confusing existence. The strange blue waters of Middle Cove snake their 
convoluted passage through my life as I look with a distanced and self-reliant confidence from the 
frame, which belies my confusion.  
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Exhibit 5.34 Mapping the new homeland, 2007, inkjet on paper, gold thread, wood, glass, felt, brass hinges  47 x 53.5 x 8 
cm, edition 1/1 
  
 
Exhibit 5.35 Mapping the new homeland (detail) 
The exhibition Witness 2004, Sydney, brought together six artists from around the world. 
Illuminated were the many ways that memory and history permeate lives. They investigated 
personal and public themes and found fertile ground for exploration and image making by 
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discussing and examining their narrative and personal experiences (Kent, 2004: p+6). Memory is 
highlighted even though it is intensely personal, since it is also a shared aspect of existence within 
society. By untangling my past through memory, I can make sense of the present and shed light on 
the private and public face of human experiences. This allows for an exploration and questioning of 
gender identity. Australian Indigenous artist Brenda L Croft, in her photo-media work, used her 
family photographic albums to explore race, identity and the loss of her father and brother. In the 
body of work In My Fatherʼs House 1998 Figure 5.36 she explored these memories and the 
narrative of the loss of her fatherʼs and her own Indigenous self within the context of Australian 
identity politics. By returning to her native ʻhomelandʼ, by excavating and reclaiming her fatherʼs 
history and thus hers as she travelled, her work becomes one of retrieval of an identity through her 
artistic process and ends with a feeling of triumph over injustice (Kent, 2004: p+8). 
 
Figure 5.36 Brenda L Croft, In My Fatherʼs House 1998, colour ilfachrome photograph, 66.0 x 93.0 cm 
Using memory and narrative, the disruption to my sense of where I am, and am coming from, can 
be used in image making. The cultural production of images intersects with my snapshots and 
personal memory so that ʻwe never see ourselves in quite the same light againʼ (Spence, 1986: 
173). My work has led me to propose that not only can a disruption be made in the sequences of 
memory by image making but also in the memory of the fracture that occurs as I transit from one 
culture to another. This allows for the reworking of a narrative and new work made, one that 
involves a project of reclamation of identity, culture and place. The power of art and narrative 
prevail over past losses. 
5.3 Memory and fracture 
Whilst revisiting my childhood memories and the places in the landscape I once called home, I 
journeyed to the houses and burial sites that my family, relatives and ancestors occupied. In 
particular, the graves of my paternal grandmother, maternal grandfather and Scottish great-great-
grandfather Alexander Keith Johnston, whose gravestone is used in the montage Exhibit 5.37. This 
image tells the story of the country that I left behind, the journey physically and cognitively 
undertaken in making the photograph, and the better understanding I have of gender identity. The 
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physically imposing Celtic cross gravestone for Johnston was probably due to the prominence with 
which he was regarded in the community and also due to a Celtic revival of the high cross in 
Victorian Dublin in the 1860s (Sheehy, 1980: 73). This became fashionable as a cemetery 
monument and spread to the rest of the country and beyond. It represents my cultural heritage and 
is a symbol of my Scottish identity. I have chosen it to speak of my loss of homeland and 
community and ties to the spiritual land of the Celts and my forbear King of Scotland, Robert the 
Bruce. In the telling, it heals the lack of belief encountered when I attempted, as a migrant, to tell of 
my ancestry during primary school history lessons. The giant oak tree is a personage displaying 
naked, vulnerable winter limbs, as is the image of the child who suffers grief and loss. The child 
here remembers the memory, and the memory of this place, represented by the torn and fractured 
tear through her all-seeing eye. Through memory and the physical journey of making this image I 
re-enter my own collective identity, the sense of having once belonged to the Gunn clan of 
Scotland. The unsecured golden threads represent that lost sense of belonging and the slow 
recovery.  
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Exhibit 5.37 Mis/alignment, 2008, type C photograph, silk, metallic gold thread, 103 x 85 cm, edition 1/1 
Australian author Kim Mahood writes in her article Out where? Out there, that identity continues to 
be determined to a greater or lesser extent by the memories of the places and spaces we live in. 
Geography is a shaping force, and ʻone of the fundamental influences on the deep structures of the 
human psycheʼ (Mahood, 2005: 1). It plays a powerful role, one in which I imagine myself to be. 
The place in which I spent my childhood creates a template to which I respond viscerally no matter 
how long I spend away from it. Mahoodʼs memoir Craft for a Dry Lake (2000), maps her journey 
through the Australian outback travelling in the footsteps of her father and calling upon childhood 
memories in returning to the place of her birth. She suggests that by visiting a place of significant 
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spirituality for which you are the holder of the ancestral stories, you re-enter the physical contours 
of your own collective identity (Mahood, 2005: 4). In my memory, and reflected in my work, are 
inchoate longings touched by a sense of nostalgia which is triggered by light, temperature and 
sound which comes from the geography I inhabit. 
Exhibit 5.37 displays vertical crimson ruptures: the wounds caused by immigration and the loss of 
cultural identity and its ensuing grief. Shown are the scars of the tectonic plate slippage that has 
knitted unevenly, a misalignment created in the landscape of my gendered identity. I never see 
myself in quite the same way again. The manipulated photograph is torn and re-stitched, repaired 
with silk and gold thread traditionally associated with clothing and womenʼs work, and combines the 
physical craft item of thread with an image. Following Bhabha (2004: 56), I have used ideas of 
hybridity and post-colonialism and applied them via the approach taken to the photographic media. 
Through the application and layering of traditional photographic methods onto new digital 
technologies, I arrive at a hybrid image. London-based sculptor and installation artist Cornelia 
Parker used the process of an electron magnetic microscope to examine artefacts from the Bronte 
Parsonage Museum (Parker, 2006). Her examination of the past imbued in these objects has been 
likened to a country that can be revisited endlessly at different times in our lives. Thus ʻwe do not 
have a stable relationship with our own pastʼ but edit and interpret it, adding details to atmospheres 
and actions every day and thus to ourselves (Levy, 2006: 5). I find the past is one that I amend on 
a regular basis, revisiting events, attitudes and beliefs. The older I get the less stable the past 
becomes, remembered through overwriting, transcribing and forgetting. From this position of clarity, 
the re-stitched image goes some way to indicating a healing of the faultline. Gendered identity and 
stories from the past offer a framework for a contemporary sense of self for the ʻnowʼ and provide a 
better understanding for the future. 
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Chapter 6 
Emigration  
6.1 Diaspora 
Diaspora, defined as the ʻscattering of peoplesʼ for various reasons, includes the search for better 
economic and social opportunities. After WWII, my parents were part of a nationwide relocation, a 
post-war economic push to disperse British industry and its people away from the possibility of 
atomic war. British firms were investing in Australia and immigration became a tool of economic 
management. The year my parents arrived, the Bring out a Briton Campaign (Townley, 1957: 1) 
orchestrated by the Minister of Immigration Athol Townley (Richards, 2008: 212) was afoot, and 
goes some way towards explaining the welcome my family received in my new neighbourhood.  
Although my parents did not flee their country in response to a direct attack, there was still the 
imminent threat of disaster in the ongoing Cold War. In conversation with my father, he described 
the feeling of vulnerability at this time. This gives a very different meaning to the statement that ʻhe 
wanted to give the family a better lifeʼ (Jameson, 2004b). An obvious interpretation is that he 
wanted to protect the family from ever experiencing the horrors of war. Given that, it becomes clear 
that my family was part of a diaspora, and although our lives were not directly threatened, this does 
not change my childhood perceptions and memories of alienation and displacement. This ʻten 
pound Pomʼ diaspora that encapsulated a longing for a better future involved my family in travel, 
migration and relocation. Due to the politics of the time that favoured assimilation, British migrants 
were neglected in the annals of Australian immigration (Rule, 2004: 126). The only significant 
research on the ten pound migrant was made in 1964 by Reg Appleyard (Appleyard, 1964: 118) 
and a follow-up in 1988 (Appleyard et al., 1988: 60). Using this research Hammerton and Thomson 
undertook new interviews, published in 2005 (Hammerton and Thomson, 2005: 15). This project 
aims to add to the history of the chronicles of migrant experiences and my memory of grief and loss 
at the dislocation and relocation that happened in my life.  
Explored in Exhibit 6.38 are ideas of identity reflected in the creative works of a migrant. Following 
the lead of Thomas Berghuis, a Dutch art historian living in Australia, who asks in the article to 
become australia(n) (2008) what is it that makes for an Australian national identity, I have titled 
Exhibit 6.38 Be+come. He asks how can the departing from and arriving at this country be summed 
up in the equation Be + come where ʻthe process of existence (be) adds to a (continuous) process 
of approaching (come), thereby summing up the construction of ʻto become australia(n)ʼ (2008: 
189). My image investigates the experience of being a child migrant and encapsulates the 
strangeness and isolation within a private moment in this process. 
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Exhibit 6.38 Be+come, 2009, type C photograph, 101 x 83 cm, edition 1/5 
I did not have the typical British migrant experience where friendships for the future were forged 
aboard ship. These fellow child travellers were lost to me as they became part of a diasporic 
community. Without employment or housing, their parents went to the migrant hostels provided. 
We went straight to suburbia, and there expected to assimilate as if changing countries was like 
changing rooms. In the telling and listening to other migrantsʼ experiences of being Australian and 
of becoming Australian, I find common ground and an understanding of my situation that becomes 
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an infinite process of storytelling and of story listening. It is an important way of finding coherence 
and meaning to offset the feeling of dispossession that leaving a homeland evokes. 
Crucial in using a geographical space, as the subject for this work is the question what does it 
mean to be here, as distinct from anywhere else? What that place may represent is critical in 
communication with you, the viewer. I suggest that as we pose for photographs, read photographs 
and look at photographs, we project particular masks or a particular ideological frame of our own 
onto the image. Explored here is the use of masking as a metaphor for my photographerʼs power to 
conceal and for the lens or screen through which we read photographs. This process reveals the 
images constructed as objects of social meaning. The caption produces a certain reading of the 
portrait in which we project our understanding of what it means to be a member of a nation and to 
ʻbe+comeʼ in the image, which then reflects that understanding back to us. My history has prepared 
me to conceive of myself as fractured and self-contradictory, ʻas inflected by nationality, ethnicity, 
class, race and historyʼ (Hirsch, 1997: 238). Although this image is presented in fragmented and 
collaged parts, it is also communicated that from these fragments we achieve a whole picture, we 
ʻbecomeʼ, an analogy to the developing sense of a whole self, however contradictory and imperfect. 
I investigate the experience of being a child migrant without a diasporic British enclave to cocoon 
the transition to an Australian way of life; the individual made sense of their new world on their own. 
The family dynamics meant that all members were enclosed in a bubble represented here by the 
Old Masters picture frame. English/Scottishness was reinforced by memory and artefacts, which 
helped to ground me in my new space and place. I was tall for my age, an eager and curious 
learner, sensitive, and trusting. The events of my migration experiences created a fracture in my 
sense of self. Entering a different educational system and experiencing ʻPommy bashingʼ by 
teachers, a disjuncture was created in my life. I was repeatedly corrected and shamed into feeling 
that there was something inferior in me (Moustakas and Moustakas, 2004: 27). Suffering the 
ambivalent Australian attitude towards the British (Rule, 2004: 22), I refused to take on the 
Australian vernacular. Adjustment to a new school system was hampered by racist taunts and 
bullying: ʻindeed the ferocity of the Pommy bashing suffered by many British children in post-war 
Australian schools is shockingʼ (Hammerton and Thomson, 2005: 148). I was aware of being 
treated differently as a girl to my brotherʼs difficulties with school bullying, and felt separated and 
alone from others. With people I continued to feel this pain of separation and aloneness and a 
sense of my difference (Moustakas and Moustakas, 2004: 11). As I grew from childhood I 
developed a love of nature and solitariness, an ability to enjoy my own company and imagination. 
My early adult years were marked by depression and self-harm. I was always at a loss to explain to 
myself who I was, and I wanted to know myself better. A spirit arose, an urgency to be whom I am, 
to learn to grow, to listen to me (Moustakas and Moustakas, 2004: 17).  
My identification with all things British meant that I sat between two cultures. Without a homeland, 
acceptance, rootedness and membership of a community, feelings of disconnectedness and 
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alienation arose. The unique and unfamiliar physical environment contributed to this dis-orientation. 
Jolleyʼs reactions to the different flora to be found in this country and her comments reflect my story 
of having landed in a strange and hostile land (Jolley, 1992: 64). Because of the strangeness of 
this flora, I picked and pressed the wildflowers from around the bush land near my house. On the 
familyʼs annual caravan holiday discovering New South Wales, I was on the look out for new 
specimens. My father bought Wildflowers of Australia (Harris and Forster, 1958) and it gave me 
great enjoyment to press my collections flat, sticky tape them and write a commentary into an 
exercise book. A memory surfaces whilst making this image of a two-hour walk in the hot sunshine 
from school to home and back, with my girlfriend TK, to retrieve my precious archive for a school 
competition. My migrantʼs sensibility of bewildered and excited reaction to the strangeness of my 
environment meant I was disappointed not to receive a commendation for this lumpy and fragrant 
collection. I realise through this image making and memory how I connected with my motherʼs 
activity of pressing flowers and that she fuels my creative endeavours. In trapping this strange land 
as a specimen, it was possible to capture and harness my feelings of alienation and fracture. 
The stories that I tell act as a grounding device and provide an emotional safety net that validates 
all the fractured feelings, which here are represented by the layering, the gold frame, gum tree, 
children and suburban house. In Exhibit 6.38 the multitude of spiky Australian wildflowers creates a 
barrier around the border of the image and encroaches on the children with the vertical presence of 
the tree isolating them from the house. The Australian gum tree and the average suburban white 
personʼs feeling of danger and strangeness in the Australian landscape is an iconic motif in 
Australian painting (McCubbin, 1886). When dealing with this strange new environment the bush 
becomes a symbol of confusion and the fear of being lost. However, in my image the tree also acts 
as an anchor and there is ambivalence in the large encroaching shadow of the house that appears 
to be reaching out to the children. Whilst the florae are of curious interest and disturbing in their 
strangeness, at the same time they are protecting us from the outside world, and the frame of gold 
that references the family artefacts that grounded me in my new existence renders them harmless. 
The two children are unaware of the camera and do not pose or smile towards the photographer 
father but are poised between activities in a reflective and thoughtful moment. To ensure that I am 
not mistaken for another in this fragile and flux-like state of being, my name as the artist is 
inscribed on the bottom section of the frame, as is my ancestorʼs in Figure 9.69. It announces that 
the artist made the image herself and although standing with a playmate, is essentially ʻby herselfʼ. 
6.2 Factors in the decision to emigrate 
As an émigré at the end of a long and bitter WWII my father chose his familyʼs future. Émigrés who 
choose, enjoy an ambiguous status when compared with exiles, refugees and expatriates who 
experience different types of relocation (Said, 1990: 362). The familyʼs ability to choose emigration, 
and the fact my father came to a sponsored and guaranteed job instead of arriving in Australia as a 
displaced person, gave us a very different perspective from that of other migrants. Helen Ennisʼs 
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biography of the exiled photographer Margaret Michaelis, locates this position against the freely 
chosen one (Ennis, 2005: 210). My experience, based on decisions that could be considered and 
evaluated for a positive social and economic outcome, was like those of most post-war British 
émigrés.  
Hart (1957), Appleyard (1964), Jenkins (1969), Peters (1969), Betka (1988), Scott (2000) and Hill 
(2005) wrote their personal accounts of migration and discussed factors that influenced their choice 
to move to Australia. All are marked by similarities. I found multiple and overlapping reasons for 
their departure from Britain and a commonality between the stories was restlessness, experienced 
by one but not both of the partners: a desire to ʻget awayʼ, to change their circumstances for a 
better future without any grounds for thinking that was a reality, given the paucity of information 
available about their destination. Thomas Jenkins, a British journalist who wrote a firsthand account 
of his migratory experiences believed that those migrating rarely had ʻONE good reason for 
migrating but several, when all the little things added up to almost enough of a cause (Hammerton 
and Thomson, 2005: 88, Jenkins, 1969: 25). For my parents, many factors prompted the decision 
to uproot themselves. Added together they create a strong picture for an incentive to live a better 
life away from political unrest and continued devastation of the rebuilding cities and their reminders 
of war. Like all great upheavals in history, the impact upon the people and particularly the children, 
is profound.  
Adding up all the little things, I take into account my parentsʼ background. From our conversations 
over the years I now know their experiences of WWI and the Great Depression coloured their 
future: particularly the importance of economic frugality. Both my parents recounted their memories 
of the concern they had for their parentsʼ health, and the impact on them of the fear of poverty and 
war. My father volunteered for the Royal Navy during WWII. The reason he gave to me was to 
experience the ʻopportunity of a lifetimeʼ. His first tour of duty was on the HMS Matchless, a new 
slim-line corvette patrolling the North Sea, being part of equipment and food delivery to Murmansk 
in Russia. His naval odyssey was brought home to me very strongly when I took the book The 
Cruel Sea (Monsarrat, 1951) from my fatherʼs bookshelf (it was always his house, his bookshelf) 
and read the account of a serving officerʼs experiences in the North Atlantic on Russian convoy 
patrol. From reading those words I had some understanding of how my father might have become 
traumatised and alienated, and had greater empathy for his lifetime of recurring nightmares in 
which he hollered and moaned in great fear. I knew that his survival meant he had witnessed 
atrocities of war and human trauma and drama and did not want to witness this again in the event 
of the Cold War. 
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Figure 6.39 Officer of the watch at the compass 11 Jan 1945   (become a lunatic), 2010, type C photograph, 29 x 21 cm, 
edition 1/1 
 
Figure 6.40 Officer of the watch at the compass 11 Jan 1945 (back detail)  2010, type C photograph, 8 x 10 cm, edition 1/1  
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Lunatic Ditty 
Outside a lunatic asylum one day, a gunner was picking up stones 
Up pops a lunatic and says to him,  
“Good morning Gunner Jones, how are you, how much a week do you get for doing that?”  
“Thirty bob” he cried 
He looked at him, began to grin, 
And slowly he replied … 
“Come inside you silly bugger come inside, you ought to have a bit more sense. 
Working for the army, take my tip, act a little barmy and become a lunatic. 
Oh you get four meals quite regular and two new suits besides. 
Thirty bob a week? Wife and kids to keep”. 
Figure 6.41 Lunatic ditty (Hansel, unknown) 
 
 
Exhibit 6.42 Sedition at the helm, 2010, type C photograph, 30 x 40 cm, edition 1/5 
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Figure 6.39 a sanctioned Admiralty Press Division photograph and the reverse side,Figure 6.40 
show my father on watch at the compass during WWII. I have embroidered his naval cap with an 
artefact, a ditty he sang and continues to sing at the age of ninety-five, the words detailed in Figure 
6.41 and Exhibit 6.42. His face would flush with delight as he sang this risqué, rebellious and 
seditious ditty, Figure 6.41 with the six of us clustered around the family table celebrating a special 
event when alcohol flowed freely. I sense this was a guttural act of singing to keep spirits up and 
there is anecdotal evidence it was sung by sailors during WWII, much like the marching songs of 
the military to keep ranks in unison.  
Another factor influencing my fatherʼs decision to emigrate was his lifelong friendship with an 
Australian, Ray Sinclair, his senior officer and anti-submarine specialist who had volunteered his 
services to the Royal Navy. I better appreciated the long, sometimes boring and definitely anxious 
convoys in the North Atlantic that would have developed an important camaraderie between the 
men after having read The Cruel Sea (1951: 163). The stories Sinclair told of his love for Australia 
were quintessential and influential and he and my father remained firm friends during the 
intervening years until my familyʼs arrival in Sydney. He noted with gratitude that Sinclair travelled 
from Melbourne to Sydney to visit us and my family remained lifelong friends with him and his 
English wife Trish. My father recounts Sinclairʼs patriotism and his strong belief in defending the 
Empire, which maintained my familyʼs cultural links to the homeland. 
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Figure 6.43 Daphne Lorna Frost, Yours indubitably and inevitably c1940  pencil on recycled notepaper, 14 x 11 cm  
The reason my mother left her homeland was probably not for any other than that she was a 
trailing partner and followed her husband. She put othersʼ needs and wants first as she had been 
taught to do, as a ʻgood girlʼ who did not upset the status quo. She definitely wielded power, but 
covertly, through passive manipulation. A clue to her ability to perform the required role of a wife 
and mother of the 1940s might be found in this poignant letter written during the war to her fiancé 
(my father), in pencil on recycled notepaper. She signs off as Daphne L. Frost, Yours indubitably 
and inevitably Figure 6.43. I imagine love was the reason for her departure from Britain. 
There were, however, drawbacks to this idyllic refuge. The family found themselves socially, 
economically, culturally, politically and safely behind the times, a view shared by other émigrés 
(Hammerton and Thomson, 2005: 348). There was a time lag between major social developments 
in the rest of the Western world and in Australia. We had arrived in a white and patriarchal culture 
built on an Irish/English, essentially masculine, pioneering convict past (Dixson, 1999: 17). Even 
though Australia had won early suffrage for women, with Queensland the first to give white women 
the vote in 1905 (Indigenous Australians did not receive the right until 1965) and without the 
redeeming history of an acknowledged female emancipation, this made little difference to womenʼs 
lives. A British migrant Rosa Hajinakitas comments on her reluctance to emigrate to Australia as a 
seventeen-year-old. She related how her father was determined to take his family to Sydney and 
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since ʻfathers were head of the house in 1951, we cameʼ. In 2005 she concluded that she was 
happy to have come since she had ʻseen it develop from a “behind the times” country to a modern, 
vibrant, easy-going placeʼ (Hammerton and Thomson, 2005: 347). This low standing of women in 
Australian society, I believe, came from the formative decades, a period linked to the convict 
masculine past which led to a generalised contempt for women, and by women, of themselves. 
Women accepted and suffered feelings of inferiority that have continued into the present and this 
has affected attitudes and possibilities for women (Dixson, 1999: 21). However, the driving factor 
behind my fatherʼs emigration, and that of many émigrés, was not the status of women in Australia 
but according to my father, the desire for a safer and better future for his children, one often seen in 
advertising propaganda of the period. 
6.3 Whirlwind pre-departure 
I do not know how my mother coped with three young children and the logistics of immigration. 
Jenkins describes his last weeks in the United Kingdom: arranging temporary accommodation with 
friends, packing belongings, buying essential items for Australia, sorting personal insurance, tax 
and health benefits, arranging money transfers into an Australian bank, purchase of travellers 
cheques, all done in the last weeks before departure (Jenkins, 1969: 75). Those same weeks must 
have been hectic for my mother. My father had departed three months earlier by aeroplane to 
begin his job and secure accommodation for the family. My chosen travelling companion to 
Australia was my teddy Pippy: small, yellow, fluffy and made of lambʼs wool. Given to me by a 
family friend, Pip, it was an extravagant present in post-war Britain. I had Mr Jeffrey, passed on to 
me by neighbourʼs children: senior, threadbare and stuffed hard with straw, and a new Mrs Bear 
given at birth; however, they were to travel sea cargo. The day the packers took the last of my 
familyʼs possessions, I left Pippy unattended on the hallstand near the front door. After the house 
emptied, he had disappeared. Losing this last stable item in my life, I was overwhelmed with grief 
and my aunt stuffed a sock as a replacement, but I was inconsolable; it felt like the soul of my 
family friend had been lost. The next day I was taken to the toyshop where, being post-war, 
everything was expensive. I settled on a small woolly lamb stuffed hard with straw. He was my 
constant companion aboard ship until I was reunited with Pippy in Australia. 
Now I turn and gaze with amazement at Lambykinʼs survival, his tartan coat moth eaten, straw 
poking through his legs Exhibit 6.45. My paternal grandmother Jamie sewed the red tartan coat 
with buttonhole stitching around leg and neck and I can trace her hand stitches running along the 
blue cloth that became the ribbon at his throat. From this I can trace the ruptured love between my 
grandmother and I on departure: my father as her favourite son, I as my fatherʼs favourite daughter 
(although fraught with difficulty), hand-stitched garments that my mother taught me to make and 
her difficult relationship with her mother-in-law. The suffocating cropping and proximity of this 
artefact to the frontal picture plane pushes the object into the viewerʼs space. Focus is on the tartan 
weave and worn weary appearance of the cloth. It examines, as did Cornelia Parker in Brontean 
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Abstracts, Figure 6.44 the presence of a hidden country revisited endlessly at different times in our 
lives. 
 
Figure 6.44 Cornelia Parker Brontean Abstract, 2006 (Anne Bronteʼs stained handkerchief) 
Exhibit 6.45 represents the wounded and forlorn, corralled by the love in an English/Scottish 
bubble. It is an object under duress, truncated by events, and through its dynamic diagonal 
position, going places, about to exit the frame, abandoned by events but rescued by circumstance. 
I once was Lambykins, but as my photographs reveal and uncover, the myriad phases of identity 
reflected in the creative works of someone who has experienced migration, redemption comes in 
the telling of a narrative, in the listening done. This is my visual narrative of sustaining belonging 
and learning to belong as choice, of feelings of alienation and connectedness and the nostalgia 
and the need to return to homeland, to then find home.  
 
Exhibit 6.45 Lambykins, 2009, type C photograph, 30 x 40 cm, edition 1/5 
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Chapter 7 
Arrival in the new world  
7.1 Immigration 
The art that I have made as a diaspora artist is in response to the question I have asked about my 
cultural and gendered identity. What influences are brought to bear when involuntary immigration 
splits the migrant from their cultural milieu and the immigrant is raised in a ʻbubbleʼ informed by the 
loss of homeland? On embarking for Australia from Tilbury Docks London, life took a right angle 
turn, felt by all the family. In discussions with my father, he saw a life of hope and a better future, 
and although both my parents were disturbed by the readjustment, having chosen this solution for 
their lives they were going to work very hard to make a ʻgo of the new countryʼ. The vivid memory I 
have of the P&O liner, Himalaya, which brought us here, is of a huge white conveyor that took me 
away from surety. It left a fracture in my cultural identity filled with unrealised possibilities, a self 
divided by a before and after the great transition. There is a commonality amongst migrant stories 
that conveys a mixed self, evident when migrants are asked to declare their primary national 
loyalty. Being undecided implies the unfinished process of self-formation caused by the transition 
from one country to another and having a foot in both worlds (Hammerton and Thomson, 2005: 
345). To leave family networks and childhood associations behind felt like a betrayal, yet at the 
same time a commitment to new comforts and friends.  
Exhibit 7.46 shows the hallmarks of this fracture where I explore both the rupture from and the 
yearnings for my origins. This artwork, situated in the new environment, depicts the estrangement 
and displacement experienced whilst celebrating the lifestyle that the new homeland provided. The 
canvas surface, which itself doubles as a gallery viewing space stitched with badges made from 
replicated paintings by and of my forbears, is embroidered with gold thread that imitates the cloth 
souvenirs bought by tourists of places visited. Reference to the sewing my mother did of similar 
badges onto all the familyʼs Scout uniforms, it identifies membership of the imagined Scottish 
community left behind on emigration. It provides a metaphor for the freedom and enjoyment I 
derived in the temperate climate I now experienced. However, it is heavy with loss and the 
knowledge of that grief and loss as I journey. It represents the subconscious: an awareness of my 
ancestors buried thinly below my own surface and the soil of my new homeland. Embedded within 
the artwork is the symbolic presence of my grandfatherʼs walking tour of the Scottish Highlands, 
and my mother and father tramping many miles together in their five-year courtship during the war: 
off-duty nurse and naval shore leave.  
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Exhibit 7.46 Dis/re-location, 2006, canvas ʻAʼ frame backpack, inkjet on canvas, edition 1/1, 60 x 50 x 50 cm 
 
 
Exhibit 7.47 I am my fatherʼs son, 10 x 8 cm  inkjet on canvas, gold stitching  (hidden detail Dis/relocation) 
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As a girl in Australian culture I felt very constrained in the activities I was allowed to participate in, 
and in an effort to give myself freedom I dressed as a boy in my brotherʼs cast-off clothing, 
attempting to represent myself to others and myself as a complex human being. The transition from 
the freedom of an androgynous childhood to the confines of the adult feminine role was fraught with 
embarrassment and silence in my family. Menstruation sharply marked the beginning of a different 
and more limited existence; puberty gave men knowledge and greater power, whereas for women, 
the realisation of their dependence (Showalter, 1985: 57). Shame and anxiety, created through lack 
of acknowledgement of this transition in a mixed gender household, were coupled with physical 
activities curtailed or prevented at school and home. Thus concealed under the top opening of the 
backpack on the inner fly is the stitched image Exhibit 7.47 I am my fatherʼs son, that articulates 
this sense of disempowerment. My narrative and the craft techniques of my mother and 
grandmother, my emphasis on the representation of female gendered identity and a first person 
mode of address is significant. British artist Tracey Emin employs the domestic aesthetic in her 
domed tent Everyone I Have Ever Slept with 1993–1995, 1995. The live presence of the artist in 
her work is one way she can assert her agency as a woman and an artist, and confronts as I do the 
relationship between the two (Merck and Townsend, 2002: 33). This image shows my attempt to 
gain male acceptance, my fatherʼs approval. I pose as my fatherʼs son, arms around each otherʼs 
shoulder in a manly stance, my right arm bent, hand on hip giving body size when occupying social 
space, an unusual pose for a woman. It describes my unhappiness, discontent and the thwarted 
drive for independence, work and power dressed in my Girl Guide camp uniform decorated with 
badges of achievement. However, in the making of this work there is a sexually liberating element 
and I am empowered.  
Exhibit 7.46 embraces the discrepancies between the past and present of the émigré, bringing 
together in a symbolic package oneʼs heritage that is transportable wherever one may go. It is part 
of my narrative and reinforces the gendered identity of experience in all of us as it examines my 
self from within the ʻtwisted skeinsʼ of my background, family and environment (Ferguson et al., 
1990: 13). In my new landscape as an immigrant I carried my heritage as a burden and a birthright 
but it is one that put me in conflict with my ability to assume a new self. This dichotomy can be 
expressed as both the new and the old environments ʻbeing vivid, actual and occurring together 
contrapuntallyʼ (Said, 1990: 366). Even though I am not an exile, I have an awareness of the 
presence of two dimensions, both happening simultaneously, where I operate within a multiplicity of 
cultures. I find within myself a deep unconsciousness of myself as being outside of the Australian 
space. As Australian multicultural communities grow where we are all outsiders, I gain an 
acceptance of my otherness and cultural origins. I have found a comfortable hybrid existence 
balanced between my own and othersʼ ethnicity, which is vital to my self-understanding. I can 
therefore live inside that space differently.  
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Significant to my research is the work of Milan Milojevic, an Australian born of German and 
Yugoslav parents, who explores notions of culture and self-identity. His work is evidence of the 
negotiation of the ʻconflict between language, culture and history that he and others who share in 
this cross-cultural positioning faceʼ (Lunn, 2005: 2). His exhibition Imaginary Worlds: Recent Prints 
2005 traces his living between two cultures, where he determines his own space and place through 
his hybrid creatures and imaginary worlds. The digital and woodcut images show a world of hybrid 
beasts reminiscent of some of Hieronymous Boschʼs creatures of the underworld and are located in 
an imaginary geography and mythology Figure 7.48. His oeuvre reveals experience of his world: an 
exploration of the unfixed and multi-faceted nature of identity, my experience of geographical, 
historical and cultural displacement.  
 
Figure 7.48 Milan Milojevic, Index of Possibilities-Chon-chon 2005, etching/digital print, 59.5 x 41.5 cm 
 
As a historical object Exhibit 7.46 and detail Exhibit 7.49 reflect the lives of the people who have 
touched it. It is a voice from the past with a history. I lost continuity of identity through immigration 
and I now confront in this work my desire to recover the ʻlostʼ pre-emigration identity. In adding to 
the patina of this work, I have gained female selfhood. 
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Exhibit 7.49 Dis/re-location (detail), 2006, type C photograph, 44 x 37 cm, edition 1/5 
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Chapter 8 
Journey of self: narrative of the mantelpiece 
8.1 ʻWomanlineʼ: Marjorie 
As the third of four children I developed an attitude of independence to free myself from the control 
of sibling and parental influences. My father often noted I was a ʻdifficultʼ child and adult due to my 
life choices that did not fit family expectations. Both parents, surprised by my sporting and artistic 
activities, disavowed my sexual proclivities. Told ʻno-one else in the family does this kind of thingʼ, 
and without an extended family to turn to, I searched for evidence within my ancestry. My father 
often mentioned the creative thinkers: visual artists, cartographers, missionaries, scientists, 
mathematicians and engineers in the family. Thus I turned to the family artefacts for information 
and a sense of belonging.  
The black and white photographs my uncle sent us and created as documentation of family 
paintings before sale to the Aberdeen Art Gallery in 1966 were the seeds of my journey. One such 
photograph Figure 8.50 shows a much worn paint surface and only part of the composition as I 
later find: the hands have not been included. The texture of the canvas is predominant: faces hover 
disembodied and ethereal and appear ravaged by an ancient pox. The worn appearance has to do 
with age but more so with Jamesoneʼs paint application which was ʻthin, lacking in body and not 
being oil bound easily penetrated by water and therefore vulnerable to abrasionʼ (Thomson, 1974: 
54). The canvas looked exposed, raw and one is as conscious of the surface of the support as of 
the figures which float within it. It was a significant moment to view these for the first time in colour, 
on the Aberdeen Art Gallery website in Australia, and an epiphany to view the extensively restored 
originals which once hung in my grandmotherʼs house Figure 3.10. I noted the careful 
conservation, glowing colours and glossy sensual surface in what had previously appeared to be 
an image of threadbare effigies.  
This is my diary entry on first seeing my ancestors: 
7th March 2005, travelling by public transport to Kitty Brewster in Aberdeen. A rather 
inauspicious storage place where two paintings are housed. Have no idea of the scale 
or condition of the works, full of anticipation and excitement! Here, on the other side of 
the world to view my ancestors, painted by my ancestors. Roy McDonald leads me 
through the office and conservation area to the steel storage racks where casually 
propped against them on the floor are two paintings, one of them Figure 8.51. 
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Figure 8.50 George Jamesone, John Alexander and his wife Marjory Jamesone  c1630, photograph Gil Jameson 1966, 10 
x 16 cm 
 
 
Figure 8.51 George Jamesone, John Alexander and his wife Marjory Jamesone, c1630  photograph Sarah Jameson, Kitty 
Brewster 7 March 2005, 10 x 16 cm 
I feel a profound affinity with this daughter of George Jamesone: I am she, the unsung female of 
the male line. A plaited hair bracelet, as was the fashion, attaches in a loop to a ring on her left little 
finger Figure 8.51. A flower of blood red, caught between thumb and index finger, is proffered 
obliquely in her husbandʼs direction. A symbol of love or as flowers was later seen in Western art, 
an icon of female sexuality; in giving them away she symbolically deflowers herself. Her auburn 
hair is captured and all but hidden in a dark linen coif or cap and a loose dark cape secures under 
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her chin; a separate, fashionably wide, exquisitely laced Bertha collar in black hides her neck and 
bosom beneath which black-laced ribbon gathers her white chemise; the dark sleeves, three-
quarter and loosely ending in white cuffs that are large and gathered above the wrist. 
The Aberdeen Art Gallery references the painting in this way: 
For all its stiffness, this double portrait of a very young woman (in her teens) and her 
older, advocate husband, has great charm and appeal, which transcends its artistic 
parochialism. The serenity of the poses and somber costume of the couple are 
somewhat lightened by Marjoryʼs half smile and her tender gesture as she offers a 
flower to her husband. The mannered pose of her left-hand displays a ring on her little 
finger, safely secured by a fine rope of pleated hair, which is suspended from a 
bracelet (Thomson, 1986).  
The darkness of their clothes reflects the importance of the occasion since black dye was a rare 
and expensive textile colour and faded quickly, making black reserved for the most formal of 
occasions. The ʻmannered pose of her left handʼ refers to Marjorieʼs gesture of proffering a flower, 
with emphasis on the long, thin, curved elegance of her fingers. 
 
Exhibit 8.52 Threads that bind, 2010, type C photograph, 39 x 60 cm, edition 1/5 
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Exhibit 8.52 highlights the gesture with which Marjorie makes her offering. Jamesone used this 
device in his work, as I do in my photography, to signal to codes and meanings. Anne Zahalka, an 
Australian photographer, explores gesture as a language in her series Gesture, 1994 Figure 8.53. 
 
Figure 8.53 Anne Zahalka, The Doctor 1994, Ilfachrome print, 96 × 73 cm 
She uses it to signal codes of behaviour and as a form of visual representation of language that 
enhances my understanding of gesture in modern life. Drawing upon hand gestures from European 
master paintings chosen from books and dictionaries, re-photographed, scanned and edited, her 
images are a sign from the artist to her audience, demanding from me my own meaning and 
responses, particularly as influenced by European culture. I approach the gesture differently since 
it comes from my own personal lineage and is a familial link. My gestures are embedded within a 
narrative that is alluded to by the context in which they are shown: gendered identity and 
immigration. 
Exhibit 8.52 also focuses attention on the hair bracelet used as a decorative device in the 1600s. 
Often referenced as a silk ribbon in paintings from that era, I have chosen to focus on the hair as 
an artefact. This ties me into the paternal through my recognition of hair as one of my motherʼs 
artefacts, Exhibit 4.26, and that I as a woman have inherited from her. As in Exhibit 9.62 and 
Exhibit 9.63, my motherʼs spun wool is used as a device to blur the patriarchal system of 
inheritance and to ask us to question its validity as the only means of representation. Across 
generations the recognition of feminine artefacts becomes a significant bridge that can span the 
absent feminine and bring it into the present for validation of female gendered identity. 
Exhibit 8.55 deconstructs and reconstructs my family archive. In Western culture, the face is 
supposedly the repository of character, personality or self and is used to represent us. Here I 
suggest a reading that offers more than a facial representation and goes beyond the usual 
stereotype offered. It represents a self of otherness or unknowingness and it can be asked of this 
work, what do portraits assume, what do they show or donʼt show, what are they incapable of 
showing? In this version, we begin to understand the cultural conditioning and invisible class and 
power relationships into which women from birth are structured. This deprives them of the very 
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means of protest or self-affirmation. The luminous air of the image robs us of distinct facial features 
and is the very means by which I can begin to question the meaning of gender identity and see it 
for more than a sum of its parts. Barthes suggests that the ʻairʼ of a photographic portrait is a kind 
of intractable supplement of self, an air he describes as being the luminous shadow which 
accompanies the body, the means by which the photographer gives life to an image (Barthes, 
2000: 109).  
The double portrait, Figure 8.51, celebrated an important occasion and was hung in a domestic 
interior as a private painting not sold or circulated, as were Jamesoneʼs commissions. In her finest 
clothing, Marjorie is immortalising a moment in time. It has always been important to have proof of 
existence, and the portrait saw its rebirth in the Renaissance during the emergence of early 
capitalism. It documented the middle class mores and codes of behaviour and recorded the new 
Western ideals of family, childhood and individualism, firstly in painted portraits and then in the new 
medium of photography (Lindquist, 2001: 4). The portrait also acknowledged status, importance 
and respectability, offering an image of social mobility. It also encouraged a search for an ideal self 
as an anchor before time takes hold. This offering of an unrealistic wholeness and harmony could 
therefore be thought of to encourage a rejection of multiple selves. However, Barthes observes that 
the photograph represents and gives a certainty to not only ʻwhat is no longerʼ but also definitely 
ʻwhat has beenʼ (Barthes, 2000: 85). It serves as a reminder of the worldʼs inconstant and ever 
changing state, which does not support a solid reality but instead encourages an embrace of a 
multiplicity of identities.  
Marjorieʼs Gaze also represents the empty signifier, a void, a symbol for the ʻlackʼ of the symbolic 
mother. This void also represents the ʻforgottenʼ needlework pictures by Mary Jamesone, Marjorieʼs 
sister. They depict Old Testament stories and the wall panel The Finding of Moses, c1688 bears 
Maryʼs initials ʻMJʼ and that of her third husband, George Aedie (Swain, 1986: 64). The four large 
panels embroidered with worsted silk and flax threads on finely woven linen give the effect of a 
dense and detailed tapestry. Hung in St Nicholas Kirk, Aberdeen, the pastor, Ross McLaren, and 
researcher, Sheila Wright, gave me a tour of them on my visit to see the Jamesone artefacts. The 
pastorʼs wife, Elma McLaren, made me a gift of a drawing she made when studying the 
embroideries Figure 8.57. 
Spence, in her photographic work, also interrogates the place of the symbolic: one of absence, of 
ʻothernessʼ assigned to woman, which speaks of womenʼs lack of self and their sense of being the 
Other (Chodorow, 1989: 189). In her early High Street studio portraits, The empty signifier? c1970, 
Spence questions the significance of the deep obliterating shadow on a brideʼs face as she signs 
the register in her new married name, leaving her old self behind (Spence, 1986: 29) Figure 8.54. 
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Figure 8.54 Jo Spence, The empty signifier? c1970, photograph 
This dilemma and difficulty is reflected in the work of female artists if they wish to assume the role 
of a speaking subject rather than accept that of an object. Rather than speak to a fundamental 
alienation from and objectification within culture, according to Lacanian feminism, she is destined 
ʻto be spokenʼ of (Chadwick, 1996: 13). However, I have not voided Marjorieʼs face completely but 
given her a trace of a returning gaze, the ghost of an image with an ephemeral smile.  
Attention is given to Marjorieʼs partially obliterated clothing, thus obscured, to deconstruct the 
enormous part clothes or coverings play in the ʻnormalisingʼ of womenʼs lives. During the Victorian 
era female insanity was linked with traditional female roles, proper behaviour and the attire required 
of women. Measured, was how women could show mental improvement, by conforming to the 
notion of appropriate feminine grooming. Dress, considered to be a womanʼs weakness, suggested 
that clothes could be an instrument of control and thus aid in the recovery from madness (Roberts, 
1997: 13).  
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Exhibit 8.55 Marjorieʼs gaze, 2007, type C photograph, 102 x 81 cm, edition 1/4 
Contemporary Australian visual artist Jenny Watson in her painting The forbidden object Figure 
8.56 questions similar ideas of propriety: of dress and undress in her use of the colour blue and its 
semiotic connotation to her naked self-portrait. She further challenges the tradition of the male 
production and consumption of the female image by copywriting her name against the black velvet 
backdrop, a painting support traditionally used for religious icons. Watson locates the female body 
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as ʻoff limitsʼ and shows that its reproduction is entirely controlled by its owner and thus elevates 
her own image (Morgan, 2008: 1).  
 
Figure 8.56 Jenny Watson, The forbidden object 1985, oil, gouache and  mixed media on velvet, 209.0 x 107.5 cm  
 
In her work, Watson rejects the painting materials and aesthetic devices of traditional portraiture 
and uses instead a childlike painting vocabulary, text and non-traditional support material to 
explore her subject.  
 
Figure 8.57 Elma McLaren, Details of Mary Jamesone  needlework panel, 2003, coloured pencil on paper,  22 x 10 cm, 
Sarah Jameson  
Exhibit 8.55 disregards the convention of a perfect surface and lighting in photography whilst 
retaining the format of traditional portraiture. I have rejected the aesthetic lighting ritual of studio 
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portraits where the light, instead of illuminating her face and fetishising her features, partially 
removes them by aiming the flash into the canvas to reveal the textured surface. There exists the 
possibility that the picture itself as a material object on glossy paper is as much the object of desire 
(as in Watsonʼs image) as the woman who occupies its pictorial space. Marjorieʼs image appears to 
be within the support and not on the surface as with the paint in Watsonʼs image. ʻThe surface and 
the image are isomorphic and perceptually inseparableʼ (Solomon-Godeau, 1997: 74), which 
makes the face appear rising to the surface from deep within it. 
Exhibit 8.55 examines power and powerlessness and perhaps like the madwoman of nineteenth-
century women writersʼ texts, for example, Florence Nightingaleʼs Cassandra (Showalter, 1985: 
234), she is the symbolic representation of my anger against the rigidities of patriarchal tradition. 
She encourages and supports an alternative reading of woman and thus acceptance of a spectrum 
of feminine selves. Marjorie is my double, the incarnation of my own anxiety and rage, an 
examination of the fragmentation process in a gendered identity which positively encourages the 
acceptance of a split self. It is through the violence of this double that ʻthe female author enacts her 
own raging desires to escape male houses and male textsʼ (Showalter, 1985: 4). It is the price 
women artists have had to pay for the exercise of their creativity. Metaphorically, this house and 
text is the template of the good girl that my mother worked so hard to embody. To ensure the safe 
navigation of the patriarchal sea I swam in, she exhorted me to follow this template, which I know 
now was not my motherʼs creation. It came from my parentʼs anxiety, society and culture. It was 
how they instructed me to be good in a manʼs world, channelling the voices of my father, her father 
and fatherʼs father. Discussion of Marjorieʼs Gaze Exhibit 8.55 provides an optimistic alternative 
reading to the one that the great majority of Australian women have, that is, an internalised 
negative sense of self-worth linked to Australiaʼs masculine convict past (Dixson, 1999: 157). 
Through my analysis the female artist might just escape male texts and houses.  
8.2 ʻWomanlineʼ: George 
To explore gender identity as a construct I have used the family artefact Figure 8.59 which is a 
copy of the painting by George Jamesone Figure 8.60. I have also used other self-portraits and 
paintings by him referenced in 2.4 Memory cache. These helped to establish the necessary 
artefacts, gestures and clothing style that Jamesone wore during the Cavalier period. This style has 
become associated in modern times with the court fashions of the period: long flowing hair, ostrich-
plumed hat, Van Dyke beard, brightly coloured silk, velvet clothing with elaborate trimming and 
falling lace-ruffled collar and cuff. However, ʻCavalierʼ was not understood at the time as primarily a 
term describing a style of dress but a whole political and social attitude aligned with allegiance to 
King Charles I. This allegiance to the monarchy enabled soldiers during war time to retreat to an 
infantile state and to have a father figure to blame for all the damage and chaos of war carried out 
in the Kingʼs name (Carlton, 1994: 52). The Cavalier dress, which invoked the protector father 
figure imbued with the symbols of allegiance and power to make all right, takes the commonplace 
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assumption of masculinity as a norm. This has often meant that male dominant representations 
frequently omit women as subject and reinforce the role of women as object. The Cavalier felt 
superior in every aspect, including the ability to ʻout-rogerʼ any political competition any day or night 
of the week (Carlton, 1994: 53). 
Cindy Sherman, one of Americaʼs most important visual photographic artists, questions the social 
construction of the photographic documentary portrait. Her work asks us to question how 
photographs create and shape our self-image, particularly if we as women are subject to the male 
gaze of photographers and viewers alike. In her iconic series History Portraits, 1989, she questions 
ideas of femininity, artistic practice and the conventions and beliefs of older artists. Her Untitled 
2003 series Figure 8.58 (Steiner, 2003: 22) examines the multiple guises assumed by women in 
culture, reveals the constructed and mediated roles of women, and deconstructs the myth of female 
identity. She makes us aware that trying to locate a fixed self is useless. By subverting the 
conventions of the types of photography she parodies, she presents us with images that are never 
what they seem to be.  
 
Figure 8.58 Cindy Sherman, Untitled 2003 
 
Shermanʼs approach differs to mine in that she was interested in portraying femininity in the 
contextualised portraits, and I am doing ʻsomething moreʼ. By my intricate tracing of the family 
lineage and hand down artefacts, the principles of assuming a disguise are common. However, I 
am re-clothing myself in historical fabric to examine what cultural impacts carry forward into the 
present, especially in gender-related issues. Sherman asks the viewer to reconsider the issue of 
subject and object and the ways in which representation can shape a womanʼs constructions of the 
ʻselfʼ. Sherman is still the main feature of each photograph, although she does use elaborate make-
up, fake noses and breasts and thus her own self becomes invisible. I am, however, consciously 
aware that it is Sherman herself who is the model. It would alter my reading of the images if I 
thought she was the ʻdisempowered model by the empowered artistʼ (Meskimmon, 1996: 91). 
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Understanding Jamesoneʼs position and adorning myself in his manner enabled me to play again 
and experience, as I had done in my teenage years, my gendered self as a construct. I am able to 
feel the power of the masculine position in politics and history and to try on the garb of importance, 
like trying on a dress for size. I act out the gaze of the masculine as he surveys the female as 
other. However, I am now able to challenge my own stereotypical understanding of gender in this 
work and to look to a new life no longer trapped by destiny as suggested by British filmmaker Sally 
Potter in the film Orlando (1992). As Orlando changes from male to female, she looks at the 
camera/viewer and says ʻsame person, no difference at all. Just a different sexʼ. The ideas dealt 
with by the British novelist Virginia Woolf and the film script of Orlando hauntingly illustrate the 
eternal war between the sexes. It is even more relevant to todayʼs debates around gender as an 
accident and that for all of us – men and women – our sexual roles are an arbitrary and superficial 
thing. As Merit Oppenheim, German-born Swiss surrealist artist and photographer of the 1920s 
said: ʻYou have to take freedom, not ask for itʼ (Tanner, 1994: 59). 
 
In his self-portrait, Jamesone positioned himself within the tradition and mythology of painting: ʻthe 
“artist” was an empowered white manʼ (Meskimmon, 1996: 15). He was a man of means, as worthy 
of representation as his wealthy patrons and it is to this myth that Exhibit 8.61 addresses and 
reframes womenʼs position. I too, in using the dominant codes that privilege masculine viewing, 
have subverted them to produce alternative ways of seeing. Challenged in this work is the idea that 
the individual is a fully self-aware, fixed, and independent entity. However, I have added familial 
artefacts to the direct enquiry of who I am, as distinct from what woman I am, as may be inferred 
from images of Shermanʼs persona. We may play some roles that are contradictory and experience 
contradictory positions within ourselves; as an artist I am sometimes in opposition to the role I am 
expected to play as a woman in society (Meskimmon, 1996: 13). 
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My self-portrait Exhibit 8.61 destabilises gender categories and maps the site of the gendered body 
by transforming myself into my ancestor, a ʻrealʼ man. This is a fraught exercise as it is difficult to 
enunciate a truly different position when I am already within a patriarchal structure that marks me 
as different, or the other (Meskimmon, 1996: 7). Sight is privileged over the other senses and 
representation is linked to the power of knowledge.  
 
Figure 8.59 John Alexander, Portrait of George Jamesone and family  1728, etching, 29 x 21 cm, edition 1/2, Jameson 
family archive  
 
 
Figure 8.60 George Jamesone, Self-portrait, with wife and child   c1635–40, oil on canvas, 80 x 66.6 cm, The Fyvie 
Trustees Fyvie Castle, Aberdeenshire  
The power that my photograph wields is that by being a reflection (the inversion of an internal 
mechanical mirror of the camera), accepted is the fact that it mirrors reality, and is thus a deception 
in point. The absence of women from the social order, the shaping of Western knowledge as 
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masculine and the suppression of the feminine, are all expressed. This image, in effect, transcends 
time. I make explicit the plasticity of the medium of photography by standing in the reconstructed 
pose as George Jamesone. I have usurped his gaze and the mirror of culture that he held up to 
himself. I have questioned the reality of the individual artist and male ancestor as the genius or 
hero that history has presented. I have constructed my gender identity in and through 
representation from a feminist contemporary position. To see, know and represent the self within 
male social and discursive practices, and by transforming myself, I become one with Georgeʼs 
image.  
I question how a woman should use the mirror of culture derived from the male experience to 
examine her own, when taught to see her life expressed through family and bonds with others 
(Conway, 1999: 4). That is, am I able to hold up the mirror with the same assuredness of the 
masculine? De Beauvoir saw the mirror as an important metaphor for women to explore the mirror 
of culture and its associations with their emancipation. She identifies that a woman finds the magic 
of her mirror a tremendous help in her effort to project herself and attain self-identification. ʻEach 
woman, lost in her reflection, rules over space and time, alone, supreme; she has every right to 
men and fortune, to fame and pleasureʼ (de Beauvoir, 1997: 642-3). This challenges the way in 
which ʻwomanʼ as a sign operates in visual culture. By reinventing the style of the fine art oil 
painting as a reproducible photograph, the medium robs it of its uniqueness, exclusiveness and 
masculine reading. It redefines concepts of gender for women and reaffirms the crucial role that 
visual representation offers (Meskimmon, 1996: 102). I am both the author of the self-portrait and 
the object; by acting in both roles simultaneously I am attempting to stage a vital and necessary 
binary intervention (Chadwick, 1996: 9). I overcome the difficulty the photographer might encounter 
to demonstrate the separation between herself and the subject of her image, being both the subject 
and object of her work (Bell, 2002: 24, Soutter, 2000: 9). In this portrait, I overcome those feelings 
of inferiority and stand as proud as George Jamesone. By usurping the male gaze and claiming the 
masculine position for myself, I have removed the complicity and entrapment of my feminine self. 
However, in doing so I confound gendered identity by masquerading as a male, and by using my 
camera, the subversion is complete. 
In Exhibit 8.61 my gendered identity is married with the identity of my fatherʼs ancestors, the 
memories of whom we carried to Australia in the photographic albums. The family photographic 
archive, as a repository of infinitely reproducible images and combinations, has significance 
alongside the etching as a copy of a painting that I have reinterpreted as a photograph. American 
photographer Sherrie Levineʼs approach and appropriation of a photograph by Walker Evans, 
Untitled (After Walker Evans: Negative) 1989 (Roberts, 1997: 13) undermines the museumʼs value 
system of originality with its highly degraded and large format printing. So does my questioning of 
the single truth around male ancestral artefacts, self-construction and ʻhierarchies of production 
and representationʼ (Chadwick, 1996: 9).  
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Exhibit 8.61 George and I, 2008, type C photograph, 101 x 82 cm, edition 1/5 
Honour gained from oneʼs lineage is something accumulated over generations, endowing its 
possessors with pride and potency (Carlton, 1994: 53). I present to the viewer an ambiguity, a 
slippage, an alternative reading in which one set of meanings is privileged and others suppressed. 
Gendered identity, doubly encoded as a manufactured product of culture and as spectacle, causes 
my perceptions of identity to slip between the categories of art/reality/gender as witnessed in my 
performance. I invite them to resist the classification imposed on woman by the patriarchal value 
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system of the institution of family and to question the reality of the gaze; to challenge the mirror and 
its associations for women and to consider contradictions and tensions within individuals that allow 
for a fluid gender identity. 
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Chapter 9 
Discovery 
9.1 Reconciling 
Exhibit 9.62 and Exhibit 9.63 both engage with the inherited paternal artefacts and the supposed 
absence within the family narrative of maternal artefacts. I have used the found artefact of my 
motherʼs crimson wool to thread myself back into, as well as reconstruct, a contemporary feminine 
gendered identity. As a woman and the inheritor of a patriarchal familial culture I too often focus on 
what is there but it has been much harder to identify and interpret the importance of what is 
missing. My fatherʼs stories about my paternal ancestry gave me a measure of what was important 
in my family.  
 
Exhibit 9.62 Fascinating yarns, Aberdeen, 2007, type C photograph, 101 x 96 cm, edition 1/5 
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Exhibit 9.63 Fascinating yarns, Edinburgh, 2007, type C photograph, 101 x 82 cm, edition 1/5 
 
This over-identification with my father is named as the ʻfatherʼs daughterʼ complex: a daughter who 
embraces the masculine as a mirror of herself to the exclusion of the mother (Chodorow, 1989: 69-
72, Murdock, 1990: 28). These two images reference the stories told of my paternal Scottish 
ancestors whose portraits I remember hanging in my grandmotherʼs house Figure 3.10. They also 
address the silence that surrounded my motherʼs history. In this journey of discovery I have made 
visible the hidden as I engage and challenge the inherited masculine culture.  
My images address and are relevant to the issues raised by feminism: that not only are females 
positioned differently in different media but that it is problematic how they also position themselves 
(Florence and Reynolds, 1995: ix). Positioned as I am within a white Eurocentric patriarchal culture 
as a migrant, I find myself in a complex and unstable position. I connect with others as they have 
connected with me through their stories, which validates my gender identity. Identifying the 
absence of maternal artefacts and its impact on my gendered identity has been a source for and 
subject of this research. Barthes became a significant reference with his idea of negotiating 
absence as a constant process of ʻrecuperating a sense of selfʼ (Barthes, 2000: 119). His 
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exploration of the photograph of his mother in Winter Garden became central to my thinking about 
this project. 
In making my images, the British visual artist Grayson Perry is influential, although there is no 
direct visual correlation in our working mediums. He tells his stories and discovers his internal 
feminine through his signature ceramics but also through the making and wearing of dresses 
decorated with male symbols, as in the photograph Claire as the Mother of all Battles 1996 Figure 
9.64 (Klein, 2009: 70).  
 
Figure 9.64 Grayson Perry, Claire as the Mother of all Battles 1996, photograph 
 
He mines his childhood and his way of being in the world as a man to understand his gendered 
identity. His mother and stepfather were overpowering and brutal forces in his life, the opposite of 
his biological father. My motherʼs love was powerful and encompassing, a dominant force across 
the landscape of my own story. She worked hard to teach me how to be; however, I rejected the 
good girl template imposed on me so that I could navigate the treacherous waters of the patriarchal 
sea I swam in. Perhaps my remembering of my mother conceals a nostalgia for the powerful 
mother which we remember as both ʻotherʼ and ʻselfʼ (Florence and Reynolds, 1995: xx).  
At the time that I explored my motherʼs woven artefacts, and before I unstitched the wool used in 
these images, I wrote in my diary: 
The smell of lanolin, the wearing of wool and the touch of fleece is evocative of 
childhood. Lanolin was my motherʼs favourite healer, a balm for childhood scrapes and 
the wool as a staple she put her faith in at a time of increasing synthetics. I know 
through her example that the ʻPure Woolʼ label assures quality, warmth and longevity 
of product for the price. 
To create Exhibit 9.62 and Exhibit 9.63 I unravelled my motherʼs knitted wool that she used for 
warmth and comfort and with it the sustained memories of the ambivalent relationship I had with 
her. I am able to unpick the seams of our relationship and with it my fatherʼs unassailable authority. 
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British artist and writer Valerie Walkerdine (1991: 39), in her autobiographical phototherapy work, 
remembers being an excessively good child and extends my understanding of the good mother 
and bad mother whom she says can exist within the childʼs fantasy. I was, as she remembers her 
sister, the difficult tomboy. The images address the guilt I had of thinking my mother was a ʻnot 
good enough motherʼ (Minsky, 1995: 103). The negative emotions engendered can result in the 
delusion that the mother is a perfect one and that the child has to be a good little girl. Her ideas 
describing the powers of the mother and the shaping of the childʼs subsequent emotional life 
influence this project. I was the bad little girl and my mother the not good enough one. My mother 
was never envious of me as in Walkerdineʼs case, but she was troubled for my happiness whilst I 
was busy exceeding the position that my father had mapped out for me as a woman.  
The burden and guilt about my mother is far more than the good/bad mother, according to 
Chodorow, whose work was influenced by the feminist object-relations theorist Melanie Klein 
(Chodorow, 1989: 10). The good mother and bad mother can exist in the infantʼs fantasy as split off 
from each other. The phrase ʻgood enough motherʼ (Minsky 1995:103) is helpful in understanding 
my work. I have used the wool to bridge the gulf between my guilty memories of being the bad child 
and my mother not being good enough. My mother tied many things with her wool: bunches of 
lavender, ties for gifts and drying the herbs she grew. Without a continuous strand long enough for 
my purpose, I unwound an unfinished length of knitting to give me the hand woven fibre of her 
spinning. Like Hirsch (1997: 214), I claim for myself the familial look, in my case my motherʼs 
artefact as part of the story through which I construct myself. This inclusion is an act of adoption 
and is an interpretative and narrative gesture. Out of the available fragments I fabricate my own 
inclusion, which throws light on the autobiographical act of creation and the ambiguous relation it 
has to the actual referent (Hirsch, 1997: 83). Out of the fragments of my motherʼs art I fabricate my 
own narrative of gender identity and explore the pieces that make up the puzzle. These links to the 
past were required to establish a sense of place that could be reinterpreted in my photographic 
images. By visiting the maternal home and workplace of my grandparents and great-great-
grandparents in Norfolk, I was able to explore my motherʼs ancestry, learn of the history and 
importance of the woollen industry for the area, and wonder at my motherʼs love for all things 
woollen.  
My journey of discovery led to the maps and atlases of my great-great-grandfather Alexander Keith 
Johnston at the National Library of Scotland Edinburgh. Here I met John Bartholomew from the 
renowned cartographic family of John Bartholomew & Son Ltd who was cataloguing the extensive 
family archive he had donated to the library. Due to our shared history, we developed a friendship. 
He introduced me to the archive of copper etching plates that my great-great-grandfather would 
have authorised or made himself and from which the range of atlases was produced. He also 
directed me to the famous maps of Aberdeen and Edinburgh made by James Gordon in the 1600s, 
Figure 9.65 and Figure 9.66. I was fortunate to be able to introduce my English cousins to 
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Bartholomew on one of their family research visits to Edinburgh and they visited him again before 
his death in 2008. 
On both of these detailed maps I was able to locate the dwellings of my ancestor George 
Jamesone. Map curator at the National Library of Scotland, Christopher Fleet, describes both these 
maps, firstly Edinburgh: 
Gordonʼs next cartographic project took him to Edinburgh in 1646–1647, where he 
drafted the most detailed birdʼs-eye view of the town in its entire history. This became 
the standard map or view of Edinburgh for nearly a century, often copied and reprinted, 
and still popular today (Fleet, 2005: 1). 
And, secondly on Aberdeen:  
(Not until) 1661 that he (Gordon) received his next and final major commission: to map 
his hometown of Aberdeen, which describes it as it was in the 1650s. The result was 
ʻane meekle cairt of paperʼ, a detailed and beautiful map of the Old and New Towns of 
Aberdeen (not to be superseded until the mid-18th century), along with a detailed and 
flattering textual description (Fleet, 2005: 1). 
In both of my created photographs I have used Gordonʼs maps showing Jamesoneʼs residences. 
Chapter 9 107 
 
 
Figure 9.65 James Gordon, Aberdeen, c1600, 63.3 x 61.0 cm  Map Library Edinburgh, copyright permission 
 
 
Figure 9.66 James Gordon, Edinburgh, c1600, 41.0 x 100.7 cm, Map Library Edinburgh, copyright permission 
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Taking a detailed portion that located parts of Jamesoneʼs world, coupled with my motherʼs 
handspun and dyed Australian Merino wool, I have taken an object with a history, given it a new 
narrative, and in doing so, made explicit my family history of geographers and gender identity.  
My motherʼs knitting wool acts as a mnemonic device and becomes a memorial that gives comfort 
in the knowledge that a loved one can still live on in the present. It also informs a new 
understanding of my unstable self which British artist Cornelia Parker engaged with when she 
responded to the artefacts at the Bronte Parsonage Museum. The artwork she made encouraged 
new ways of looking at the original artefacts and the overlooked objects moved from the 
background to the foreground and became the display of new imagery (Levy, 2006: 9). Looking to 
the past, I invent it again as I remember, interpret and edit as I add to the memory of the past. I find 
I do not have a stable relationship with my own past but am constantly revising the narrative of 
myself. The objects I choose to photograph facilitate this transition.  
Floating above and shadowed onto the maps, Exhibit 9.62 and Exhibit 9.63, the wool bisects each 
and pinpoints Jamesoneʼs residences. By collapsing the temporal and spatial gap between my 
paternal and maternal ancestry I have stitched my motherʼs presence and my gendered identity 
into the frame. Like Barthes (2000: 67) with the photograph of his mother before his birth, and 
Hirsch (1997: 6) with family portraits, I am sutured into this image. Not as in their case by the 
familial look, but by the act of creation and the defining of a boundary that claims my mother as a 
part of the story through which I construct myself. By pinning us both into the picture and exploring 
the mother-daughter bond, I am continuing to write my own story. Dressed as their mothers, British 
photographer Rosy Martin in collaboration with Jo Spence recreated scenarios or tableaus from the 
remembered domestic life of their childhood. In examining the mother-daughter dyad, this 
phototherapy work tells us that as feminists ʻwe are part of the “daughtersʼ rebellion”, a wish to 
separate ourselves from the continuum of restriction and containment that we learnt from our 
mother who first conditioned us to be womenʼ (Martin, 1991: 209). When remembering my mother, 
I hear her speaking about her lack of self-esteem, disappointments and inadequate schooling, all 
problematic for a growing gender identity in a daughter. As my first role model of womanhood, she 
passed on the restrictions and powerlessness that she suffered in the family and society. I did not 
take on her position but rejected the model and thus her (Spence and Holland, 1991: 212). This 
work engages with this rebellion and releases the rage. I begin to acknowledge the empowering 
position I can now adopt. 
Within the image the overlooked artefacts belonging to my mother, in this case the strands of wool 
and its shadows, hover above the map. It becomes the focus of attention, moving from the 
background to the foreground of my consciousness. The map that represents my ancestors fades 
into relative importance as the object of my desire and becomes the negative against which the 
wool is anchored in its own space. It is a metaphor for my mother as I unravel the knitting to collect 
a strand, so the story around the lack of maternal artefacts is undone. The use of my motherʼs wool 
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is a mnemonic approach to prevent forgetting. The object reminds and reassures me of the past 
whilst allowing me to map my memories onto the objects I choose (Wilson, 2004: 2). This 
remembering, returning to or recapturing loss, not just by memory as explored by Walkerdine but 
by migration, allows a quest for ways to live or imagine life beyond the mechanisms of patriarchy. 
In restoration of valuable missing aspects and understandings of my social and personal 
experience, I transcend my historical inscription as ʻwomanʼ (Florence and Reynolds, 1995: 173). 
9.2 The healing power of the photographic and written memoir 
My father told stories about his ancestry that I use to validate and make sense of my existence in 
the present and it provides a truth about the past, about him and thus me. However, the bubble I 
lived in with my family produced a conflict with my lived feminine gender identity. As a woman, 
according to my father, I was not a real Jameson because my children could not inherit the family 
name. This sense of supposed insignificance caused me to question my validity as a human being. 
Exhibit 9.67 represents the clash of my feminist gendered identity and my inherited patriarchal 
family culture, which gave preference to the masculine. Dressed as the female artist/house painter 
and clad in Australian Yakka working overalls and pink gas mask, I confront the viewer 
accompanied by my witnessing ʻrealʼ self. With look and gesture I ask them to witness and engage 
with my narrative, my alter ego and the male ancestor, to listen to the story of the impact on my 
developing gender identity and to journey as I explore patriarchy, gender, history and memory. As 
a contemporary postmodernist artist I foreground a self-portrait by my ancestor, George Jamesone, 
considered by art historians to be the founder of the Scottish school of portraiture, or Scotlandʼs 
first portrait painter in the modern sense. He absorbed the style of the Dutch painters and his work 
affected later generations of Scottish painters, for example, Henry Raeburn and Allan Ramsay 
(Macdonald, 2000: 43). Others considered he was of lesser significance (Thomson, 1974: 60). My 
father, to value the Jameson family name and emphasise the familyʼs Scottish heritage, referenced 
this artist to whom he owes his middle name.  
My gesture signifies the pose often used by Jamesone in his images and is familiar from those 
owned by the paternal side of the family and left behind with my uncle upon immigration. Jamesone 
used the hand gesture as a device in his own work, and Figure 9.68 shows him as a gentleman-
artist, his profession elevated from the level of craftsmanship as he points at the portraits which 
directly refer to his own creativity, wealth and patronage. I use the gesture to reference Jamesoneʼs 
profession as an artist. However, there is an ambiguity: will I whitewash my ancestor and obliterate 
him or push my way into the history books of my familyʼs male ancestors? Figure 9.69 shows the 
importance Jamesone attached to his situation and selfhood from the text inscribed on the frame of 
his self-portrait that states ʻGeorge Jamesone by Himselfʼ, also referenced in Exhibit 6.38. He has 
portrayed himself in a manner similar to portraits he painted of his patrons: the merchants and 
academics of his hometown of Aberdeen and the nobility of the north-east (Thomson, 1974: 74). 
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Exhibit 9.67 The painterʼs apprentice, 2008, type C photograph, 101 x 96 cm, edition 1/5 
The idea of an individual genius, the concept of authorship and expression, is a legacy of the 
Renaissance (D'Alleva, 2005: 135) and still does determine the worth of a work of art which is in 
itself a cultural construct. I am borrowing all of these gestures and codes from Jamesone as the 
visual presence of my inherited paternal family culture in order to analyse and visually interrogate 
my situation represented by Exhibit 9.67. The viewer also brings their own patterns and 
conventions of representation that they are familiar with, which is as important as my intentions. 
The gesture I have made to the gold frame and portrait pre-empts a discussion of the place of 
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paintings by males in the high arts versus the low arts. In the Scottish National Portrait Gallery, 
Edinburgh and at Duff House, Banff, where I viewed these paintings in December 2003, there were 
no women artists visible in this period; therefore, using binary opposites to perform visual analysis, 
high art/low art, art/craft, male/female, is valuable.  
 
Figure 9.68 George Jamesone, Self-portrait in a room hung with pictures  c1637, oil on canvas, 72.00 x 87.40 cm, Scottish 
National Portrait Gallery,  copyright permission  
 
Figure 9.69 George Jamesone, George Jamesone by himself   c1637, oil on canvas, 28.90 x 23.20 cm, west wall of the 
dining room,  Duff House, Banff, Scotland,  copyright permission 
The argument often used in the craft versus art debate is that the subject matter of the male painter 
artist within the canons of art history has been considered more worthy than the domestic craft-
based or floral designs that have been employed by women painters. Womenʼs exclusion from 
studying the nude form constrained women to practise exclusively in the genres of portraiture and 
still life, genres considered within the academic canon of art as less significant (Parker and Pollock, 
1981: 35). Not considered worthy or of enough import by the family to carry the honour of being a 
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family heirloom, my motherʼs weaving, spinning and basketry were treated in a similar fashion to 
womenʼs domestic craft. Even during my art training in the 1970s I was struggling with the lack of 
importance attached to womenʼs art practice and, in particular, my own. However, in Exhibit 9.67 I 
am directly intervening in this binary opposition to claim inheritance for my mother and myself. 
These binary opposites are socially constructed and dependent on social and political forces and 
on the shifting ways of seeing and thinking. What was a good enough interpretation then is not so 
valid now. This correlates with the shifting, unstable fluid gender identity or selfhood that is 
relational and dependent on what stands between, or either side of it: in my case, the impact of the 
cultural aspects of the diaspora.  
My photographer alter ego looks through the lens of the camera to return the viewerʼs gaze in the 
bottom right corner, no longer the observed but the observing eye. Intense cropping and the 
foregrounding of my self convey power by distance from the lens. I actively control the space rather 
than being the subject of a male gaze. Feminist film theorist and critic Laura Mulvey in an influential 
essay Visual Pleasure and Narrative Cinema (2009: 19) explored mainstream Hollywood cinema 
and the influences of patriarchy and the role of the spectator. Following Mulvey, I have positioned 
the female as active/female, not passive/female; I am making the story move forward, not as an 
object of desire but as a hero. Instead of being the object of the gaze, I possess and command it, 
and instead of my female presence interrupting the flow and being a pure spectacle, I do not 
suppress my gender identity in order to identify with the male as hero, Exhibit 7.47, but I stand 
apart and in control. I might yet whitewash the male out of history. The mask and clothing worn is 
representative of the female act of make-up and dressing-up and is a symbolic sign, although it 
does not signify the usual social formation where woman = sexuality. This mask is a passport to 
visibility in a male-dominated world, where the idea that gender as self, as a unified holistic self, is 
revealed as a myth and I begin to challenge my understanding of my cultural inheritance and 
gender divisions.  
My gaze is not foreclosed nor my pleasure diminished. I am the creator, artist and photographer. I 
have disobeyed the voices of the fathers and forefathers, the template for a ʻgood girlʼ handed 
down by my motherʼs complicity to protect the daughter. I have instead freed myself with conviction 
and assurance. I have used the family archives and explored my subjective memory for the stories 
told of my ancestry and explored the myth of male hegemony. How I understand my gender identity 
is revealed, and the hegemonic story around my paternal artefacts has been unravelled. This helps 
give a framework and understanding to my contemporary feminine gendered identity. 
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Chapter 10 
Weaving the ends 
10.1 Tying threads 
The images in this chapter were made in the formation of my art practice in response to the 
questions I posed to understand the multifaceted nature of gendered identity. I have used the first 
person narrative to explore where I am now and what I have researched. It also teases out what I 
can tell others about my narrative which is embodied in the images, just as others have done 
before me. My awareness of narrative theory has enabled me to tell my story using a critical and 
self-reflexive methodology. Being a citizen of two countries and having a diasporic gendered 
identity have affected my creative practice. I now confront my desire to recover the lost pre-
immigration gender identity, face the impossibility of actually doing so, and begin the task of the 
construction of some new self, based on that impossibility. This journey and interrogation of my 
work has brought me to a new understanding of patriarchy, gendered history and my contemporary 
feminine gender identity. The circumstances of the stories told of my paternal ancestry have been 
researched, ingested and their impact felt in the present, in the newly made images. As Australian 
author and historian Miriam Dixson says, ʻmales unknowingly use history as a way of ensuring that 
their existence in the present is worthwhileʼ (Dixson, 1999: 13). After arrival in Australia, my father 
placed emphasis on the male ancestors. Overshadowed and effectively denied to my mother and 
thus myself was my motherʼs history. By excluding women from a communal past it has ʻleft them 
without overarching perspectives, generous and airy dwellings within which they can seek their 
faces in the present with surer directionʼ (Dixson, 1999: 14). It also robs the sons of a knowledge 
that can be passed on to their daughters and effectively prevents a handing down of stories 
associated with womenʼs business. This new way of understanding oneʼs ancestry is both 
revealing and empowering. 
The creation of Spinning the yarn 2009 Exhibit 10.70 is a response to the conversations my father 
and I typically had every time I visited from the age of nineteen to the present. It reminds me of how 
difficult it has been to please him since he was quick to remind me that since he was head of the 
household, I would do as he said ʻunder his roofʼ. His 1950s position on marriage and a womanʼs 
role and aspirations for his daughters have had a profound influence on my life, and my dealings 
with him are complicated by feelings of adoration and rebelliousness. In this image I have 
interrogated my position. I have subverted the stories told of my fatherʼs ancestors and homeland, 
where the male was the central character. It re-positions the female so that she can be the 
protagonist and the storyteller; however, there are still unresolved issues in the cropping of the 
head, which objectifies and allows only partial agency. Thus there is a strange mix of masculine 
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and feminine: I have been silenced and I am with anger still. In telling my story I have examined my 
fatherʼs attitudes and reasoning, which can be better understood by looking at Australiaʼs unique 
past, a mixture of diverse elements within a frontier-style mentality.  
 
Exhibit 10.70 Spinning the yarn, 2009, type C photograph, 101 x 83 cm, edition 1/5 
A male-dominated culture grew out of the bedrock of convictism and women were not valued 
except for the qualities they brought to service, position around family and social calendars for the 
family. Ideas concerning womenʼs worth are conflated with an encompassing timorousness about 
outspokenness, learning and the mind which enveloped wide areas of Australian thought and 
caused many women to choose exile in another country.  
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Within Australian society there is a sensibility of machismo that I believe, when added to my 
fatherʼs late Edwardian upbringing, entrenched and reinforced his values. Transferred to an 
Australian way of life and isolated from the modernising influences of his own culture, he created a 
bubble with fixed cultural values. This style of machismo is found not only in Western countries but 
many societies across the globe, its fluctuation linked to economic forces, pushing women out of 
the workforce and back into the home. It is linked with a drive to exclude women on religious 
grounds and is a political and economic tool of suppression of the other of difference, whether of 
race, sex, class or gender. Men are conned into ʻbelieving theirs is the only way of being men, they 
also con women into believing theirs is the authentic way of being people, and that consequently 
women should not be female human beings, but feminine human beings. That involves “servicing” 
the needs of real people; macho males in the economy, the polity and the homeʼ (Dixson, 1999: 
15). These prevailing negative attitudes were internalised by the great majority of women and 
continue to this day. Exhibit 10.70, told in my voice, is one of resistance to those attitudes and an 
attempt to change the story. However, this constant resistance has its price, as I have come to 
understand, and I go on to continue my story after this image with more self-knowledge and 
awareness. 
In this image I am not servicing the needs of others nor acting in a ʻfeminineʼ manner 
conventionally believed to be appropriate for a woman. I sit in the foreground of an Australian rural 
setting, a position of power suggested by the elevated position I adopt on a Massey Ferguson 
tractor. For my own purposes I have appropriated the tractor, which has common use, as a 
metaphor for all that is masculine, self-sufficient and sustainable in Australia. Wearing the iconic 
Australian Blundstone boots, a symbol of rugged independence, I am alert and cognisant of the 
ambivalent attitude I hold regarding my adopted country. The wooden-handled claw hammer 
represents the woodwork I insisted on making in my fatherʼs garage and is homage to the 
woodworking implements that belonged to my grandfather, which my father sold. My father helped 
me to use his woodworking tools on various projects using recycled timber from fruit boxes and the 
packing crates that once contained the familyʼs belongings from Britain. I wear my fatherʼs highland 
dress of Gunn tartan, which includes the sporran, clan belt buckle, kilt pin, flashes and the Sgian 
Dubh tucked into my hose. The phallic angle of the hammerʼs hard handle contrasts with the soft 
dark cavern at the apex of my thighs and references that traditionally Scotsmen did not wear 
underclothing. On my left wrist is a plaited hair bangle attached to a ring, the provenance and 
reason for its appearance discussed in Exhibit 8.55. 
I am appropriating this masculine dress code and machinery to both comment on and empower 
myself by spinning a different yarn to the one I was told, and that I told to myself during my 
upbringing. This Australian masculine attitude that I adopt can be found in the nationʼs past history, 
ʻunusually steeped in misogyny, which has bequeathed Australians some especially narrow styles 
of man-woman relations, with nuances specific to Australiaʼ (Dixson, 1999: 13). By looking at the 
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dress and pose I adopt, and by interrogating the historical influences in my history, I arrive at the 
position that overall it could not have been much different. I can understand and therefore change 
the present. This benefits the artist to whom a new understanding about her own practice can be 
both revealing and empowering. This new way of understanding the relationship between historical 
and family artefacts, memory, migration and self-formation, allows for its dissemination as new 
knowledge. 
 
Exhibit 10.71 Tales of the maternal, 2009, type C photograph, 101 x 83 cm, edition 1/5 
Exhibit 10.71 takes the idea of a masculine response to my dilemma and gives it a female slant 
and contrasts with the tractor-based Exhibit 10.70. Referenced is the dislocation seen in Exhibit 
6.38 but here telling a different story. I stand fore-grounded in an Australian bush setting typical of 
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that experienced during my upbringing in the coastal and hinterland areas of Sydney. The blue 
haze on the horizon is indicative of eucalypts, which shimmered in the heat in the Blue Mountains 
area. From my elevated position the bush drops away to cleared pastureland. Dressed in my 
fatherʼs kilt I stand in a relaxed yet alert posture with crossed arms. The wattle is a symbol of all 
that my adoptive country stands for and I am offering it in a gesture of friendship. One species, 
Acacia pycnantha, is the national floral emblem of Australia and featured on the coat-of-arms. The 
hair bangle on my left wrist is a replica of the plaited hair attached to a ring discussed in the image 
Exhibit 8.52 where it honours the females in my paternal ancestry and stands for the feminine and 
forgotten arts of my motherʼs weaving and spinning. The Sgian Dubh, although sheathed, is held at 
the ready. In both images, gender identity is fore-grounded from different gender perspectives. The 
specificity of identity is removed, which provides a gendered focus for the artefacts held in a way 
that focuses their role as signifiers. 
10.2 Multiplicity of footholds 
Throughout this project I have been interrogating family stories and artefacts as tools to explore 
subjective memory and to examine the significance they hold in the construction of a feminine 
identity. I have created images that reflect the experience of emigration and examine the influences 
of patriarchy, gender, history, place, memory, grief and loss. I now come to Exhibit 10.72 and 
Exhibit 10.74, which are my final works in the time frame of this research project. Through intense 
heuristic ethnographic narrative enquiry I have arrived at a position of clarity. My focus has shifted. 
By telling my narrative of resettlement trauma and exploring the fractures to my gendered identity 
through the family stories of the past, I now arrive at an examination of contemporary gender 
identity. How can my image and artefact-making aid in developing ideas of gendered identity for 
others living in a multicultural community? 
I have situated myself beyond me to encompass other migrant women with whom I share my 
suburban neighbourhood, Dandenong. Living here was made possible by the inheritance received 
from my motherʼs cousin, Arline Leek, referenced at the beginning of this project. Economics 
dictated an outer area of Melbourne. Not perceived as a migrant myself, estate agents advised 
against such an investment due to its housing commission status and high migrant population. 
Here I have come to feel at home as I once did renting in the cosmopolitan inner city amid 
Vietnamese residents and now know I am a migrant.  
Exhibit 10.72 articulates the tenuous connection to place that by choice or destiny these women, 
including myself, live by. My own newly acquired status, as a migrant, was helpful in enabling my 
neighbours to feel comfortable enough to openly discuss their experiences. Interpreted was our 
perceived similarity and increased ability to understand each otherʼs stories which I had not 
understood before. Migrants occupy the abstruse spaces found on borders as identified in Exhibit 
10.72. These are ambivalent spaces filled with belonging and longing to belong, at times violent 
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and definitely dynamic. The ambivalence on the part of ʻmainstreamʼ Australia to these groups 
negotiating a space is seen in both the attraction to and rejection of them. We are situated on the 
edge of the iconic badlands, living in a marked-off zone on the wrong side of the train tracks. 
Graffiti, a signifier of all that is violent and disruptive surrounds us; however, the large depth of field 
offers unlimited horizons. Change and movement can still arise. United as a group of women in the 
present, uprootedness is ameliorated, coherence and meaning found, which offsets any feelings of 
dispossession.  
As an Australian woman positioned within a Western patriarchal culture, and as a migrant, I find 
myself in a complex and unstable position. My situation has sensitised me to other migrantsʼ stories 
and because of my understanding of my position I can create a space where migrants who might 
be reluctant to reveal their story can do so since our life experiences run a parallel edge (Madison, 
2009:19). Changing rooms and the unease created is supplanted by a feeling of difference. I find a 
loose fellowship with other migrants and by sharing my story with them I find coherence and 
meaning that offsets the feelings of uprootedness. I also find my values better reflected in foreign 
cultures and languages, rather than in the Australia informed by the early settlement of the country, 
where Indigenous people were, and still are, being discounted. The changes wrought by migration 
can upset the balance between the inner and outer world of the migrant and can thus constitute a 
threat to personal self (Weber, 2000: 7, Weber, 2001: 112-114). This can lead to differing levels of 
grief and loss. However, in my connection with others, as they have connected with me through 
their stories, this sense of loss and grief is tempered, which in turn acts to validate my sense of 
contemporary gender identity. 
I suggest that the experience of assimilation is an unattainable process. Bhabhaʼs theories of 
migrancy and diaspora have been useful in understanding the figure of the migrant who is ʻnever 
fully contained in any of the pre-existing structures or narratives of belonging and strangeness, of 
familiar and unfamiliarʼ (Byrne, 2009: 20). Whilst in this state of unbelonging we are also actively 
transforming and redefining how forms of belonging and culture are located. In telling the narrative 
of my loss of homeland I can now understand othersʼ loss. This understanding I describe as the 
completion of generational healing (Madison, 2009: 71). I have re-entered the events of my familyʼs 
journey, my parentʼs immigration and its effect and entered my own third space where I can heal 
the disjunctions and fissures that erupted because of that event. There is a cultural melancholia in 
my images that is not necessarily a debilitating affliction, but a position from which new identities 
and identifications can emerge (Hall, 2000: 21-33). 
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Exhibit 10.72 Neighbours in a strange land, 2010, type C photograph, 42 x 29 cm, edition 1/5 
Imants Tillers tells his narrative as a second-generation migrant in his fourth work of the Diaspora 
series Farewell to reason, 1996 Figure 10.73 (Tillers, 1996: 55). Here he comments on his shifting 
self, integrated with where he might now find himself situated as he explores issues of cross-
cultural interest. Composed of his signature prepared canvas boards he uses oil, oil stick and 
synthetic polymer paint, and in keeping with my observation on the aesthetics of diasporic art, it is 
dynamic and riotous. An image of an Indigenous man dominates the work, a symbol for this 
indigenous nation and their struggle for identity, which acknowledges and recognises their 
displacement as the traditional owners of the land. There are also symbols relating to death and 
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burial rituals from different cultures, Tillerʼs Latvian poetry and words, landscape and nature, all 
incorporated as metaphors for the regeneration and growth of hope in a changing world.  
 
Figure 10.73 Imants Tillers, Farewell to Reason 1996, oil on canvas, 304.8 x 914.4 cm 
 
Exhibit 10.74 focuses on issues specific to my developing ideas of a contemporary sense of 
gendered identity, which is directly related to a colonial past and centred on aspects of Aboriginal 
and Australian history, in particular my nationʼs relation with place and belonging. The fight for the 
oppressed colonial past of imperialism in Australia is intimately linked to the struggle over what kind 
of future is possible. Thus I have situated the location of this image at the contested zone of the 
invasion site of the beach. Australian artists prior to the 1890s viewed the country within the 
narrative of diggers, the bush ballad or myth of the interior. Since then this has been replaced by 
the beach and lifesavers, which has positioned the shoreline as a frontline in cultural discourse. 
 
 
Exhibit 10.74 Whitefella sit listen, 2010, type C photograph, 29 x 42 cm, edition 1/5 
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However, this was seen through European eyes and the beach was celebrated as a supposedly 
democratic or neutral zone (Featherstone, 2000). Charles Meere, in his painting Australian Beach 
Pattern, 1940 and the photographs by Max Dupain The Sunbather, 1937 and Form at Bondi, 1939 
are a case in point. Both show an essentialist or absolutist viewpoint of who owns the beach, a 
nationalist narrative where the male dominates and the female hesitates but both occupy the space 
in a monumental manner. The beach has also recently been the site as a contested space during 
the 2005 Cronulla riots, in Cronulla, New South Wales. A group of male Anglo surf lifesavers 
clashed with Lebanese Australians and both physically claimed the beach at Cronulla as their own. 
This escalated into violent retaliation riots in other suburbs during the month of December. Whether 
it was racial or criminal in intent, it still shows that the foreshore is an area where contestation and 
multiculturalism are still played out. 
In contrast, in Exhibit 10.74 I sit in easy camaraderie with my Indigenous ʻsisterʼ girlfriend and 
children. Together we form a close bond of mutual trust and respect. She guides and fosters me in 
knowledge and understanding of her culture without taking offence at my whitefella ignorance. I sit, 
listen and hear her stories of the misjudgment, mistreatment and the ongoing struggle for 
autonomy of her people and her connection to country. In her company I come to see the world 
differently. As she teaches her children to be good Australian citizens of the future I come to 
examine the idea that globalisation as a result of mass global shifts in population, connected to 
hybridity, is a concept that begins at home. Globalisation, mobility of populations and simultaneous 
global contact cannot heal the fractures. The notion of the ʻstrangerʼ within myself: the foreigner, 
outsider, or alien, in a country and society not my own, once interrogated and examined begins to 
fade. I face my fractured reality and I am able to look into two worlds at once. I begin to embrace 
my hybrid self and accept my differences whilst now addressing concerns beyond my diaspora 
migrant status. 
In Exhibit 10.74 I put into the picture the bodies expelled by Dupain and Meere. The question I 
come to is how does this help women here? I was displaced; why would I then displace others? I 
know what it feels like; can I possibly know how Indigenous Australians feel? There is a literal 
presence of gender identity. It is composed, communicative and interested and left behind is the 
past; the present entered into. The women are comfortable in their environment; there is not a 
sense of resignation but with wide-open spaces, a sense of possibility and renewal. It shows the 
meeting of Indigenous Australians and the migrant, as a circle of communication, dance, play and 
music. Offered is a space for active participation and safety within a large horizon of possibility. 
Place is anchored by the many hands ghosting over the frontal plane of the image, and ʻhomeʼ now 
becomes a place wherever we wander as a social group. The gesture of the hand to possibilities, 
uncertainties, anger and invitation seen in the previous exhibits now becomes a stable and open-
palmed gesture of place and harmony. There is a disavowal of fixed perspectives even though the 
Chapter 10 122 
conventions of landscape painting and photography are used. Unlike the art history of many 
outback images that offers only a singular viewing, there is a middle distance in the sea image.  
Zahalka confronts Meereʼs and Dupainʼs ʻAyranised racial aestheticʼ (Perera, 2006: 40) by 
photographing migrant families and working class bodies against painted beach backdrops. In The 
Bathers, 1989,The Sunbather #2, 1989 and The Migrant Women from Bondi, Playground of the 
Pacific, 1989 Figure 10.75 she creates a multicultural reading of the coastal edge.  
 
Figure 10.75 Anne Zahalka, The Migrant Women from Bondi, Playground of the Pacific 1989 
 
The beach is now no longer a democratic neutral space but a contested one, an area of 
surveillance of high scrutiny where bodies are not neutral but compete for attention (Featherstone, 
2000). Adding another recent dimension to her images, the Australian shoreline since the Tampa 
incident of 2001 has been reconfigured as the frontline against the incursion of asylum seekers and 
refugees.  
 
With hope and brightness I look towards an ʻethics of respect for the irreconcilableʼ (Huddart, 2006: 
87). How could I tolerate a foreigner if I did not know that I was a stranger to myself? The 
stereotype of the alien foreigner once recognised means there can be no returning to assimilation 
in this culture. If we are all foreigners, we cannot assign foreignness to other groups and then 
dictate their actions or identities; the stereotype is therefore simultaneously recognition and a 
disavowal of difference. Mary Modeen, artist/printmaker and academic, an American immigrant to 
Scotland, explores memory, place, past and present and addresses the position of the other within. 
She suggests that a nation which embraces diversity is the only answer to the multicultural 
question ʻto honour and articulate the differences is the only possibility for a harmonious existenceʼ 
(Modeen, 2007: 12). Likewise, I suggest that the work of an artist is to help us to see from multiple 
perspectives, to articulate the oppositional views that are inherent in a multicultural society and to 
express it in art so that the viewer can engage with ideas of embracing diversity. 
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10.3 Conclusion  
Significance 
I began this project Fractured Portraits with an exploration of the major research question: how 
does an artistʼs work reveal the cultural aspects of diaspora in terms of a developing sense of 
gendered identity? In particular, the influences of patriarchy, gender, history, place, memory, grief 
and loss. Throughout this exegesis I have argued for the cultural significance of family artefacts 
and archives and shown how these objects, when dispersed or displaced by immigration, take on a 
greater significance and meaning in the construction and identification of gender identity. I have 
attempted this by using my own visual storytelling voice, which underpins and interrogates the 
familyʼs photographic archives and artefacts. I have explored the profound sense of disconnection 
or un-homeliness arising from my own experience as a migrant as I engaged and projected an 
image of who I thought myself to be. The created photographic images made are in response to 
these ideas. 
In my introduction I prefaced my enterprise with respectful reference to several theoretical mentors 
including Hammerton and Thomson, Riessman, Bell, Moustakas and Flood. All of these academic 
writers, through their research, have contributed to the form my storytelling voice takes, which 
recounts my narrative. Here I would argue my investigation helps me make sense of my experience 
of the world around me, my place in it, and affords a ways to share with others. Post-war British 
migrants were silenced by the Australian governmentʼs assumption that emigration was like 
changing rooms, and historians have neglected to tell their stories. Hammerton and Thomsonʼs 
study gave me permission to tell mine. Discussion of the heuristic approach of Moustakas and 
Flood allows my experience as the researcher to become the main focus of the research. I propose 
that narrative inquiry and narrative telling are essential for my existence and, I suggest, crucial in 
the construction of a sense of reality, in my case the reality of my gendered identity. Since I have 
the opportunity to narratively reframe my understanding, what arises from that is the transformative 
effect of the inquiry on my own knowledge.  
The research of gendered identity has allowed self-search, self-dialogue and self-discovery all told 
in my natural language and voice and is created through my individual experience and judgment. In 
my introduction I outlined the gender theories of Chodorow and Murdock. As I told my narrative, 
reframed my experience and gave myself empowerment and control over meaning, and in 
particular, control over my fatherʼs meaning about my life, these two writers with their provocative 
thoughts have contributed to the form my analysis has taken. I had previously entrapped myself in 
endlessly disparaging and debilitating accounts of who and how I was, repeated with silently 
persistent negative self-talk. The very act of telling not just the ʻwhatʼ or ʻhowʼ or ʻto whomʼ or for 
ʻwhat purposeʼ as discussed in 1.1, but in the very act of telling, the speaking itself is what seems 
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to matter. In becoming a little more articulate about some aspects of myself, I articulate myself, and 
I gain some authority that was not there before.  
It is not surprising that my father decided to leave his homeland and become a self-elected émigré 
when early influences in life coupled with the fear of the Cold War are accounted for. With the very 
real threat of another war chasing us to the furthermost corner of the globe, my parents abandoned 
one lifestyle in the hope of sustaining a better one in a more favourable climate on the other side of 
the world as far away from trouble as possible. My familyʼs middle-class attitudes made for a 
migration experience that was significantly different from that of working-class families. We arrived 
with more luggage and ʻbaggageʼ, more family artefacts, a good job which did not involve re-
training, and more desire to assimilate. A stark contrast to those who arrived to hostel 
accommodation and skills that were not as easily translated to the Australian vernacular. Salman 
Rushdie sums up for me the understanding I have arrived at that:  
We are other than what we would have been if we had not crossed the oceans, if our 
mothers and fathers had not crossed the skies in search of work and dignity and a 
better life for their children. We have been made again: but I say that we shall also be 
the ones to remake this society, to shape it from the bottom to top (Rushdie, 2006: 
414).  
As an involuntary child migrant living in an English/Scottish bubble, the cultural artefacts and 
archives became the objects that surrounded and cocooned us in the new environment. My father 
told the stories of my past and my motherʼs stories were overshadowed and unheard. I struggled to 
find my way through the confusions and mazes of the everyday world in a new environment. The 
use of an ethnographic visual inquiry has allowed me to consider fundamental questions in relation 
to my identity as a woman living in suburban Australia. What is it that makes me who I am, and 
where do I position myself in relation to my origins? By entering into a close and prolonged 
reflection on and interrogation of my own everyday life I can more deeply understand my beliefs, 
motivations and behaviours. In exploring memory and artefacts, in the telling of my story visually, I 
can unpick and scrutinise and more explicitly understand the formation of gendered identity. The 
ethnographic self-examination of the past has created a framework for the currency of new work 
into the future. On a personal level, this framework reveals fractures in the past and allows for 
potential healing into the future.  
One of the strongest claims for the psychological functions of narrative is that is has a primary role 
in the construction and maintenance of self-identity. I am then the assembled stories that I tell 
about myself, and the stories that are told about me by others. But I also have the power to 
renegotiate my identity by altering these stories. I need to do this to be open to different points of 
view, whether in the language I use day to day, or in listening to others or dealing with and 
negotiating conflicts or trying to make sense of cultural differences. There is never the need then to 
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insist that just one personal story, one point of view, one memory is truer than another. My art and 
personal narrative should not be judged by how well it imitates the real world but can be judged by 
its authenticity to how I experience that world.  
Throughout this project I have shown that a multiplicity of footholds can be achieved by an 
immigrant who has experienced the fracture of migration and been uprooted by changing countries. 
By a thorough examination of artefacts, gender, history, place, memory, grief and loss I have found 
a precarious foothold, coupled as it is with an awareness of human insecurity, but one that 
articulates a sense of place and belonging. Hidden are the pain of living abroad and the 
impossibility of return, conflated with the immensely positive aspects of my present situation. The 
concept of the ʻforeignerʼ within me, the one I am always in dialogue with about the nature of my 
reality is explored. Understanding the notion of strangeness within my self, my deep sense of 
being, as distinct from outside appearances of my conscious idea of feminine gender identity is 
examined using paternal and maternal artefacts. Following on from Chodorow (1989: 45-65), who 
has given me insight into the effect of the non-acknowledgement of maternal artefacts through the 
lens of patriarchy, by occupying the place of difference in my work, I as the foreigner have 
challenged both the identity of the family and that of my own. By exploring myself as other, one 
who does not belong to the group, I also explore the situation of other foreigners.  
Implications 
This project benefits the artist to whom a new understanding about their own practice can be both 
revealing and empowering. This new way of understanding the relationship between 
historical/family artefacts, memory, migration and self-formation allows for its dissemination as new 
knowledge. As a diasporic artist I am ʻconstantly producing and reproducing myself anew, through 
transformation and differenceʼ (Hall, 2000: 31). To work through anxieties and alienations is fertile 
ground for an artist, no matter how incomplete the discoveries. My investigation suggests to me 
that the constructed photographs are not imprisoning answers but the response to the research 
questions, which explore my gendered identity as a narrative. The images deconstruct, reconstruct 
and reveal the importance and hierarchy of family artefacts linked with homeland and memory in an 
investigation of gendered identity.  
For the researcher who examines memory and tells her narrative by examining family artefacts, 
there is no outside position available. I can fashion accommodation but not escape. The specific 
way of being in the world is the outcome of my individual choice, which is perhaps beyond objective 
understanding. I do not define my practice in terms of an overarching multiculturalism nor in terms 
of an essentialist viewpoint but instead operate across cultures. My image stories, placed in the 
world of the exhibition space either real or virtual, elicit conversation on othersʼ experiences of 
being a migrant.  
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Because I am publicly exhibiting photographs, my lived public and private life will act as a 
sociological document that offers viewers the opportunity to reflect on their own circumstances; 
considered are issues of selfhood and the effect of place and memory on the multiplicity of selves. 
Acting as a grounding device, the exhibited work will provide an emotional safety net that validates 
the memories I have of living with trauma. A sense of gendered identity established from a 
multiplicity of identities leads to recuperation and healing for me and hopefully for the reader of the 
imagery. As they witness my struggle, the viewer can arrive at an understanding of the significance 
of the event and a relationship forms between the viewer, the artist, the viewer and their own life. 
Given is the opportunity to reflect on their lifeʼs memories, and a chance for insight that leads to 
healing can occur. Memory, triggered by using mnemonic devices such as the family artefact, gives 
voice to all my senses. My narrative is illuminated and I too pause to reflect in the making of my 
imagery that becomes a cyclic flow followed by new work. To share my knowledge with others, the 
viewer engages with my work and thus participates in my creative synthesis. This can awaken their 
tacit knowledge, not controllable by me the artist, because of the way it accesses the collective 
unconscious of identity. 
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Durable Record (see attachment) 
Dorothy Helen Jameson family tree (see attachment) 
George Jamesone family tree (see attachment)
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